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CD 1: ARSENY AVRAAMOV 


BAKU: Symphony of Sirens 
and other critical reconstructions of key works of music, poetry and agitprop from the 


Russian Avantgardes (1910-1930) 


Total Duration: 7730” 


ARSENY AVRAAMOV: 
01. Symphony of Sirens (public event, Baku 1922). Dur.: 28'10” 
Version: Leopoldo Amigo & Miguel Molina. Production Date: 2003. 


VELIMIR KHLEBNIKOV: 
02. The Radio of the Future (radio project, 1921). Dur.: 345” 
Radiophonic re-creation: Miguel Molina & Leopoldo Amigo. Collaboration: Pilar Abad. Voice: 


Ernest Peshkov. Production Date: 2006 


IVAN IGNATYEV & EGO-FUTURISTS GROUP: 

03. The First Spring Concert of Universal Futurism (musical excerpt, 1912). Dur.: 1°45” 
Aeolian Bells, invisible ocarinas and pipes: Interpreted by Gema Hoyas Frontera. Composition: 
Miguel Molina. Postproduction: Leopoldo Amigo. Production Date: 2006 


MIKHAIL MATIUSHIN, ALEXEI KRUCHENYKH & KAZIMIR MALEVICH: 
Victory over the Sun (excerpts of the cubo-futurist opera, 1913). 
04. «Introduction». Dur.: 0°25” 
05. Act 1: «Bully’s song». Dur.: 0'34” 
06. Act 2: «Petite bourgeoisie». Dur.: 134” 
07. Other excerpts and final opera with «Military song». Dur.: 1°57” 
Track 04: Interpreted by Leopoldo Amigo & Miguel Molina, 2007 
Tracks 05-06-07: Music restored arranged and performed by Julia Dmitriukova. Cast: Olga 
Sirina, Ludmila Shuyskaya, Igor Verov, Alexander Tereshko Recording engineer: Andrey 
Zachesov. Producer: Dmitriy Nikolaev of the RTR Radio Russia. Production Date: 1996. 


DZIGA VERTOV: 

08. Laboratory of Hearing: From the rumor of a cascade (phonogram, 1916). Dur: 0'32” 

09. Laboratory of Hearing: From the rumor of a sawmill (phonogram, 1916). Dur: 116” 
Phonograms reelaboration: Miguel Molina and Leopoldo Amigo. Voice: Miguel Molina 


Production Date: 2003-2007 


ARSENY AVRAAMOV: 

10. The March of the Worker's Funeral (excerpt included in the version of “Symphony 
of Sirens” in Moscow, 1923). Dur.: 4/14” 
Version: Leopoldo Amigo and Miguel Molina. Production Date: 2003-06 


NIKOLAI FOREGGER & HIS ORCHESTRA OF NOISES: 

11. Mechanical Dances (ballet excerpt, 1923). Dur.: 309” 
Reconstruction of the dance: L.C.I. and collaborators. Choreography director: Juan Bernardo 
Pineda. Re-creation of the Orchestra of Noises Leopoldo Amigo and Miguel Molina. Production: 
UPV-Dpt. of Sculpture (Valencia, Spain), 2004. 


SERGE! PROKOFIEV & GEORGI YAKOULOV: 

12. Factory (excerpt from ballet “Le Pas d’Acier”, 1925-27). Dur.: 2'16” 
Re-creation: Miguel Molina & Leopoldo Amigo. Music interpreted by: The USSR Ministry of 
Culture Symphony Orchestra, Conductor: Gennai Rozhdestvensky. Recorded in 1990. Original 
Label: Melodiya Record Company, ex-USSR, 1991. Production Date (Re creation): 2006. 


DZIGA VERTOV: 

13. Radio-Ear / Radio-Pravda (radio project, 1925). Dur.: 2°56” 
Radiophonic reconstruction: Miguel Molina, 2006. Recording: Soundtrack-film “Enthusiasm!” 
by Dziga Vertov, 1929-30. Extracts taken from the DVD Entuziazm (Sinfonia Donbassa), 
Osterreichisches Filmmuseum 2005, www.filmmuseum.at 


KONSTANTIN MELNIKOV: 
14, Sonata of Sleep (“SONnaia SONata", sound ition in hi ian “ i 
i pavilion in his utopian “Green City” 
1929-30), Dur.: 2/08” ; es 
Sound re-creation: Miguel Molina & Anxo Invisibel. Production Date: 2007. 


15. PAUSE-SLEEP... 


“pineapples in Champagne”, 1915), Dur.:1'30” 


lira”, 1914). Ours 0’31" 
| Molina and Leopoldo Amigo, Production 


IGOR SEVERYANIN: 
16. Overture (poem 


17. Echo (poem from 
Voice: Ernest Peshkow. 


Date: 2006. 


from book 
book “Zlato 
Sound Composition: Miguel 


“Death to Art”, 1913). Dur.: 0'09” 


VASILISK GNEDOV: 
d Postproduction: Miguel Molina Alarc6n. Production 


18, Poem 14 (poem 
Voice: Ernest Peshko 
Date: 2006. 


¥ the collection 
v, Recording 4n 


ALEXEI KRUCHENYKH: 


19. Dyr bul shchyl(zaum poem fr 
Voice: Ernest Peshkov. Recording: Miguel Molin 


om book “Pomade”, 1913). Dur.: 0'18” 
a. Production Date: 2006. 


T CIRCLE: 
VLADIMIR KASYANOV & THE FUTURIS : j 
20. Drama in the Futurists’ Cabaret No. 13 (excerpts “Futurist Tango” & “Futuredance 
of death” from the soundtrack-film, 1913-1914). Dur.: 3’30” 
a and Leopoldo Amigo. Voice: Ernest Peshkoy 


Soundtrack Re-creation: Miguel Molin 
Production Date: 2006. 


DAVID BURLIUK: 
21. The Family of Vowe! 


Voice: Ernest Peshkov- Recordin 


Js, Laughingly (poem, 1915). Dur.: 0'55” 
g: Miguel Molina. Production Date: 2006. 


A GURO: 
Finland (sound poem, 1910). Dur.: 112” 
Woice: Galina Musijina-Nikiforova. Recording: Miguel Molina. Production Date: 2006. 
: ITZKY: 
3. About Two 
Voice: Ernest Peshkov. Rec 


Squares - A Suprematist Story (children’s book, 1920-22). Dur.: 0°55” 
ording and postproduction: Miguel Molina. Production Date: 2007. 


GA ROZANOVA: 
24, [Spain] (sound poem, ca. 1916-18). Dur.: 043” 
Voice: Galina Musijina-Nikiforova. Recording: Miguel Molina. Production Date: 2006. 


__ HzSO4 Group: 
25, Dada (from journal H2SO4, 1924). Dur.: 022” 
Voice: Ernest Peshkov. Recording: Miguel Molina Alarcon. Production Date: 2007. 


SIMON CHIKOVANI: 
26. Tsira (sound poem, ca. 1920's). Dur.: 0'21” 
Voice: Ernest Peshkov. Recording: Miguel Molina, Production Date: 2007. 


Ave aes Sea (‘NICHEVOKI’); 

7. Manifesto From Nothingism (manifesto f 44” 

par, J Tagment, 1920). Dur: 2'44 
pete acinar weepists Of The Poetry (fragment, decree N° 6, 1920).Dur.: 0'15" 
yee gat hele and Ernest Peshkoyv. Recording and composition: Miguel Molina. 


VASILY KANDINSKY: 
29. sed (sound poem, 1912). Dur.: 126” 
‘vice: Ernest Peshkoy. Recording: Miguel Molina. Production Date: 2006. 


KASIMIR MALEVICH: 
30. Poem (sound poem from anticle ”O poezii”, 1919), Dur.; 0'25” 


Voice: Ernest Peshko' Ri i 
, Recor 
fi ‘ ding and postproduction: Miguel Molina & Leopol hoga 


on ROZANOVA; 
1, pera cots title (sound poem, 1916), Dur: 0" 14” 
5 a Vagradova. Recording: Miguel Moline. Production Date: 2004. 


DANIIL HARMS: 
32, Lapa/Paw (fragment of the work “Lapa” 
a a i hake 
Voice: Ernest Peshkov. Recording: Miguel free ti ee a * 
F C ee » 


{GOR’ TERENT'EV: 
33. Endless toast in honor of Sofia G i 
/ : eorgievna (| 
Georgievna Melnikova: The Fantastic Tava pets from book “To Sofia 
Voice: Ernest Peshkov. Recording and Postprodustion Miguel ‘ome 
na. Production Date: 2007. 


MIKHAIL LARIONOV: 
34. Ozz... (sound transcript of the illustrati : 
: d € illus! on for “Worl ye 
Sound improvisation: Ernest Peshkov. Recording: Miguel ich ee i Our.: 0°45” 
a - uction Date: 2006. 


PSYCHO-FUTURISTS GROUP: 

35. Zatirlikali lirlyuki (poem from almanac “Me: 
Selfhood”, 1914). Dur.: 010” ac “Me: Futuro-Miscellany of Universal 
Voice: Ernest Peshkov. Recording: Miguel Molina. Production Date: 2007 


VASILY KAMENSKY: 
36. Poem to letter ‘K’ (Poem from album “1918”, 1917). Dur: 0°30” 
Voice: Ernest Peshkov. Recording: Miguel Molina. Production Date: 2004. 


VARVARA STEPANOVA: 

37. Rtny Khomle (4 sound-painting from book “Rtny Khomie”, 1918). Dur: 0°46" 
Voice: Karina Vagradova. Sound * ee B 
Date. 2004. ound composition: Leopoldo Amigo and Miguet Molina. Production 


ROMAN JAKOBSON “ALIAGROV”: 

38. mglybzhvuo (zaum poem from book “Trans-rational Boog” ,1916). Dur: 038" 

39. Distraction (zaum poem from book “Trans-rational Boog”,1916). Dur: 100” 
Voice: Ernest Peshkov. Recording. Miguel Molina. Production Date: 2004. 


VASILISK GNEDOV: 
40. Poem of the End (poem of the collection “Death to Art”, 1913). Dur: 0°13" 
Voice: Ernest Peshkov. Recording. Miguel Molina. Production Date; 2006. 


score for the opening at the “Symphony of Sirens”. Sirens flop), 
(centre) and cannons (below). Moscow. 1923 


an ee ae 


Manuscript of Avruamov’s 
motorized guns 


Still from Enthusiasm film by Vertow 


CD 2: DZIGA VERTOV 


ENTHUSIASM!: The Dombass Symphony 
and other original recordings of key works of musi 


Russian Avantgardes (1908-1942) Cc, poetry and agitprop from the 


Total Duration: 75'56” 


DZIGA VERTOV: 
01-10. Enthusiasm! The Dombass Symphony 
Total Dur.: 26’30” 


Original Soundtrack, recorded in 1 


(soundtrack excerpts, 1930) 


p 
930. Music extracts taken from the D YD Ent 


uziazm (Sinf 
Donbassa), Osterreichisches Filmmuseum 2005 1az infonia 


www. filmmuseum.at 


ALEXANDER MOSSOLOY: 

11. Zavod, Symphony of Machines - Steel Foundry (a movement 
“Steel”, op. 19, 1926-28). Dur: 2°56” 
Performed by Orchestre Symphonique de Paris conducted by Julius Ehrlich, from the State 
Opera in Leningrad. Recording: ca, 1931. Original Record label “S : hs SS 


W 0616 2 oe 
catalog number: FW 06160, provided courtesy of Smithsonian Folkways Recordings, used 


from a ballet entitled 


2uNds of New Music”, original 


by permission 


JULIUS MEYTUSS: 
12. Dnieprostrot, The Dnieper Hydro-Electric Power Station (1930). Dur: 2’27” 


Performed by Orchestre Symphonique de Paris conducted by Julius Ehrlich, from the State 


Opera in Leningrad. Recording: ca. 1931. Original Record la ‘Sounds of New Music”, original 


catalog number: FW 06160, provided courtesy of Smithsonian Fo 


lkways Recordings, used 
by permission 


13. PAUSE. Dur.: 018” 


ROMAN JAKOBSON read VELIMIR KHLEBNIKOV: 
14. Incantation by Laughter (poem, 1908-09). Dur. 0°48” 
Original voice: Roman Jakobson. Recording: Harvard (USA), 1954 


ALEXEI KRUCHENYKH: 
15. Winter (sound poem, 1926). Dur.: 2’30” 
Original voice: Alexis Krutschenij. Recording: Moscow, in the apartment of Lili Brik, 1951 


VLADIMIR MAYAKOSKY: 

16. Naval Romance (poem, 1915). Dur.: 0°57” 
Original poem by Mayakovsky declaimed by the author in Moscow. Phonograph recording, 
1920. Restructured late 1930s. 


LILI BRIK read VLADIMIR MAYAKOVSKY: 
17. From Street to Street (poem, 1913). Dur.: 107” 
Original voice: Lili Brik. Recording: In the apartment of Lili Brik, ca. 1950. 


DAVID BURLIUK: 
18. House-Painter (poem, 1913). Dur: 0'26" 
Original voice: David Burliuk. Recording: Unknown date, probably in 1956. 


SERGE! ESENIN: , 
19. Confession of a Hooligan (poem,1921). Dur: 128 
Original voice: Sergei Esenin. Recording: phonograph, ca. 1920's 


VASILY KAMENSKY: Je 
20. The Way / Live (extract from autobiography). Dur.: 6 05 
Original voice: Vasily Kamensky. Recording: Moscow, Radio Studio, 1959. 


SEMEN KIRSANOV read VELIMIR KHLEBNIKOV: 
21. Not to Panel! (poem, 1922). Dur.: 0’41" 

Read by the futurist Semen Kirsanov. Recording: Moscow, 1963. 
LENIN: is, 
22. What is Soviet power? (political speech, 1919-20) . Dur.: 2'31 

Original voice: Lenin. Recording: 1919-20 


vi “Soa 
ANATOLI LUN (political speech, 2.1979). Dur: 3°01 
23. On — 


Ori inal voice: Anatoly Lunacharsky. Reco ding: ca 1919. 
9 9 


ALEXAN! KOLLONTAY: 

pragr ee (political speech, Ca. Ae “ 

as ie inal voice: Alexandra Kollontay. Recording: Early 
rigi 2 


LEON TROTSKY: 
25. 10th Anniversary © 


Dur: 2'38” 
920's. 


f the Left Opposition (political speech, ca.1938). Dur:; 3’3g” 


Recording: Probably in Mexico, ca 1938 


Original voice: Leon Trotsky 
BORISPASTERNAK: 
26. Night (poem) Dur.: 2'10 . 


Original voice Boris Pasternak Recording 
2 


ANNA AKHMATOVA: 3 € 

27. To the Muse (poem 1924). Dur.: 0'4 Rete 
Original voice: Anna Akhmatova. Recording: ca 963-65 

OQSIP MANDELSHTAM: e 

28. Gypsy Girl (poem, 1925). Dur.: 1'40 


ea 997 
Onigina! voice Osip Mandelshtam. Recoraing ca. 192 


ILYA EHRENBURG read MARINA TSVETAEVA 


29. You welk, resembling me... (POEM, 1913). Dur. 1°51” 
Original voice: Ilya Ehrenburg Recording: unknown date 


| 
| 


NAUM GABO & NOTON PEVSNER: 

30. The Realistic Manifesto (manifesto extract, 1920). Dur.: 8’06” 
Read by Naum Gabo. Monaural recording on flexible plastic. Recorded by Aspen Magazine, 
November 1967, in London. 


DMITRI SHOSTAKOVICH: 

31. Radio message broadcast of Dmitry Shostakovich (1941). Dur.: 0'49” 
Griginal voice: Dmitri Shostakovich. Recording: September 20, 1941. 

32. Radio broadcast of the Leningrad Symphony (excerpt,1942). Dur.: 1’20” 
Re-creation of the Seventh Symphony by Shostakovich over the radio on August 9, 1942, during 
the bombing of Leningrad in World War Il. Original sound of the artillery in the blockaded city of 
Leningrad tsoundtrack “The battle of Russia, 1943). Excerpt of the Seventh Symphony 
interpreted by Russian Philharmonic Orchestra, Conductor: Dmitry Yablonsky. Original label: 
Nexos, 2004. Re-creation: Miguel Molina Alarcon. Production Date: 2007. 
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OETRY AND AGIT-P 1942) 


music, P 
y of the Russian Avant-Garde (1908-1942) presented here is an 


tha 390) ate concept of “avant-Garde", understood as “advance Party” 
attempt — ea its widest sense - taking in the different areas of politics, SOciet 

pea ve in which manifestation through sound was Important and necessa if 
culture and art! ntentions, That is why, On a sound |e 


; spread its revolutionary i : ; Vel, it 
= ae beeen in politics (Lenin), culture (Lunacharsky), women’s liberation 
ats Kollontay), poetry (Mayakovsky, Khlebnikov, Krutschenij...), art (Malevich 


, nd music (Avraamov, Mossolov, mM 

i arionov, Naum Gabo...), 3 nal Ov, Meyty 
AES Prokofiev, Matiushin...) as well as the emerging technological means 
communication at that time, such as t 
Vertov, Kasyanov...)- 


Ss, 


he phonograph, radio and cinema (Khlebnikoy 


ion of the Russian Avant-Gardes: from the Futurists and Constructivists 


to the Everythingists and Nothingists. 


oed the first demonstrations of the international avant-garde 
in fact, when Filippo Tommaso Marinetti’s futurist manifesto was published in the 
newspaper Le Figaro (20.02.1909), it was reviewed two weeks later in a Russian 
newspaper. Marinetti was invited to Russia in January 1914, though he wasn’t well 
received by some of his Russian futurist contemporaries. Before he arrived, Mikhail 
Larionov declared in a Moscow newspaper that “the leader of futurism should have 
rotten eggs thrown at him since he had betrayed the very principles he had himself 
proclaimed”. Even his conferences were boycotted with pamphlets and interruptions 
by those who called 
themselves cubo-futurists, 
like Mayakovsky, Burliuk 
and Khlebnikov. Marinetti 
was disappointed by the 
Russian futurists. He didn’t 
find followers in them, 
rather he defined them as 
“pseudoftuturists living in 
plusquamperfectum rather 
than in futurum”, calling 
Khlebnikova “poetfromthe 
Stone Age”. The Russian 
futurists didn’t identify 
with the onomatopoeic 
hymn to war as a means 
of destroying the past and 
its conventions. On the 
contrary, they wanted to 
eliminate the separation 
of past present and future, 
exploring their own Slavic 
roots as a meeting of the 
universal and the future, 
sudietlianstvo (which means 
16 future will be Slav”), This 
rpin their own contributions 


Russia very quickly ech 
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Marinatti in Moscow, Early 1914 


leading them to call th 

_then emselves by t is 
something like “men of the future’ ue en 
was to give them their differentiati : end 


} ; ng singulari d ur 
to the international Panorama of the mite Gas a 


birth of the Eveplan Avaii Garde. One was the publication 

‘ 'S Manifesto - of the prose work Iskusenle 

published in Russia, Ce avers eelsored paetie frst work with Gaur lone 
f Occurred that same year, when the Russian press calle 

poet David Burliuk (tracks 21-CD1 & 18-CD2) “the art of the 

ot fi Russian futurism” and along with other 

for some meant the birth of Rus: eee eter dudges (1910) ie 


group Hylae (Gileja)t an futurism, coincidin f the 
ylae (Gileja) that same year, But it Was with the eo pee si SGA Slap 


in the Face of Public Taste (1912) that a program and 
specific actions befitting an avant-garde movement 
were clearly established. 


jt should also be mentioned that it was in 1911 that 
the term “futurism” was used for the first time, by the 
poet Igor Severyanin (tracks 16 & 17 CD1). Severyanin 
founded Egofuturism (1911) in St. Petersburg, a 
movement that exalted the “Ego” and “Intuition” 
using the new machinist imagery created by the 
Italian futurists, mixed with influences from Russian 
symbolism and French decadence. As an opposite 
response to Egofuturism, Cubo-futurism sprang 
up in Moscow, consisting of Mayakovsky, Burliuk, 
Kamensky, Khlebnikov and Krutschenij, among 
others, who developed the avant-garde principles 
of futurism more deeply, offering more innovative 
and creative proposals. Other futurist groups were 
formed in parallel, such as the so-called Mezzanine of 
Poetry (continuators of the ego-futurists in Moscow, 
1913), Centrifuge (Boris Pasternak, track 26-CD2), 
Neo-futurism (1913) or Psychofuturism (1914, track 
35-CD1). The latter was a fictitious group invented by 
Saratov who wanted to parody all the other futurist 
groups. Even after the October Revolution, Russian 
futurism continued to change under the name of 
Komfut (“Communist-Futurists”, 1919), a group with 
a programmatic declaration and statutes that aimed 
“to incite the masses to exercise their own artistic 
activity”; at other times it simply used the generic 
denomination of “futurists”, which was the way of 
calling “artists on the left”, that is, all the avant-garde 
artists and poets, beyond affiliation to a specific 
group. One example of this terminological confusion 
and of the revolutionary character that it gave to an 
avant-garde movement was shown when Lenin (track 
22-CD2) visited the VKhUTEMAS school in 1921 and 
publicly expressed his surprise that the students 
should declare themselves enthusiastically to be both 
“futurists” and “communists”. 


Burliuk and Kruchenykh 


The various Russian futurist groups coexisted with  gnatiev (seated) 


other artistic and literary movements: Acmeism (Anna 

Akhmatova — track 27-CD2 - and Osip Mandelshtam — track 28-CD2), Imaginism 
(Sergei Esenin, track 19-CD2), Suprematism (Kasimir Malevich, track 30-CD1), Neo- 
Primitivism (1905-13), Rayonism (Mikhail Larionov, track 34-CD1), and other little known 
ephemeral groups such as Biocosmism (1921), Liuminism (1921-22), Electroorganism 
(1922), Form-Librism (1922), Emotsionalizm (1923)..., and even some parodic groups 
such as Eggism (1914) by Stepan Dimant, created temporarily as a joke when he 
found himself displaced by not belonging to any other group. He even asked the 
editor of a Russian newspaper: “You write a lot about Cubists, Circlists, Arcists, etc, 
Write about me too, I’m an Eggist... Long live Bubism! Long live Eggism! _ As the 
expert John E, Bowit pointed out, we can find groups of extreme tendencies that go 


from Everythingism or “Vsechestvo” (1913), with Mikhail Le-Dantu, Goncharova and 
sible combinations and graftings 


Larionov who defended the admittance of “all pos ; 
o! styles” whether from the past or the present; to the so-called Nothingists or 
“Nichevoki” (1920, tracks 27 & 28-CD1) who aimed to eliminate - the object ane 
“word” in poetry in favour of “nothing”, as the only response, with its sigan be 
nothing! Read nothing! Say nothing! Print nothing!” This groups attitude shows : 
there was a Russian Dada, see also the group H2S04 (1923, tracks 25 & pal apn 
is some aspects their Georgian predecessor 41 Degrees Company (1917, Cee 
©D1). In the same way, Surrealism was present in Russian through the group 

(Paniil Harms, track 32-CD1), created in 1928 in Leningrad and this movement was 
considered the last to spring up in the Russian Avant-Garde, anticipating the European 
literature of the absurd. 

The Russian Revolution was reflected in various avant-garde movements aie an 
to protagonize and apply political-social change, like Proletkult (”Proletarian Culture , 


Cubofuturist group “Gileja”, 1913. Fi ght to laf: 
Livshits, Nikolai Burliuk, Mayakovaky, David 


Egofuturist group “Aeropagus”, 1972. Loft 
to right: Kryuchkov, Gnadov, Shirexov and 


1919) already mentioned, UNOVis ( 
fut (1920, Anton Pevsner and Nay 919 
instru mG rR 
track ee with Rodtchenko and Stepanova, track 37-CD1), ie tracy 
cro 2) among others. hese Ove els bicposedithe Work 9 “Eft 
Front of the Arts a an between the principles of communism and the aya , AMtists 
j a a up to other artistic groups who used a figurative langy “Gard, 
ae 1930s onward, an official Movement was imposeq une E like 
hich forbade any avant-garde expressig, aie he 
1 Whi 


decadent bourgeois art”. 


. " 
a nist-Futurists + 
(“Commu vist 


distinctive contributions of the Russian 
a were, we find them in the visual arts, educ us 
poetry and agit-prop where, unlike many proposals meee 
s, the Russian propositions would actually be realiseq i y 
the social environment forwhich they were conceived. Sour Ugh 
ould have a relevant role in the Russian avant-garde, Particulsn 
through music, poetry and agit-prop - given sound language's Capacity for empather 
Isive connections - allowing avant-gardists to emphasize their social Presen : 
and revu speakers” and promote their revolutions, aesthetic or political. We ce 
over loudsp # the sound contributions from the Russian avant-garde ree 


i fo} 
review below some 
in music, new media, poetry and agit-prop. 


ourselves what the 


if we ask 
Bute ternational panoram 


Garde to the inter 
architecture, music, 

western avant-garde 
broad participation 'n 
its public projection w 


Music: from free atonalism to the sounds of machines and nature. 


Asregards musicin the Russian Avant-Garde, innovative concepts began to appear before 
the Revolution, for instance in the essay Free Music (1912) by Nikolai Kulbin, in Which he 
argued that “the music of nature-light, thunder, the whispering ofthe wind, the murmuring 
of water, birdsong - is free 

in its choice of sounds", 
so the artist of free music, 
like the nightingale, should 
not be limited to tones and 
semitones, but is invited to 
make a “music with the free 
choice of tones”, whether 
quarter or eighth tones. 
This had its parallel in the 
musician Alexander Scriabin, 
particularly through the 
outlines of his unfinished 
work Mysterium (1912-15), in 
which he introduces twelve- 
note chords, alongside 
Pantheistic and sensorial 
elements, like light, smell, 
touch, architectonic space, 
A : the active participation of 
Se ae ariession of elements of nature. Free music had its continuity in 
unknOWn sound er so-called Russian Atonalism which searched for 
absolute harmony” of ego different specific dodecaphonic systems such as “the 
Golehavend ava, ee rue the “chromatic total” of Nikolai Roslavetz, Efim 
Dmitri Mielkich and Mikhail Mat Shi a chromatic systems” of Ivan Wyschnegradsky, 
for'musie In.quarter tone lushin, In 1912, Matiushin published a “Violin treatise 
and later in 1913 composed the music for the cubo-futurist 


Set design by Yakouloy for the ballet "The Steel Step” by Prokofiev, 1927 


For example, the M i Nguage with the social princi Revolution. 
D arxist compose social principles of the Rev 
Capable of understanding the nee ee peueven, considered that the worker was 
usic, 


Another aspect th 
at was dey, : 
avant-garde after the Revo} prOped tog great extent in the music of the Russian 


a uti ssial 
ee Proclaimed by the ene was the incorporation of “noise” and “machinism” 
» But it was in the Russi igi / 
; u "hee 
a practical level, taking ¢ Ssia of the Soviets in which this thinking was applied at 


was “The Soviets plus 


> 


ussian composers found the affirmation of i i ; 

machines became dynamic symbols of the Revolution - opposed toth j aa ee 
the Autarchy and the past - these references were incorporated into new 
compositions. One example is the work Zavod, Music of Machine. S es 
(1926-28, track 11-CD2) by Alexander Mossolov, which includes the re oe ge 
metal sheet; or Dnieprostroi, The Dnieper Hydro-Electric Power Stata eee a 
12-CD2), by Julius Meytuss, in which the entire work is performed | 930, track 
instruments, as if trying to reflect with blows the construction prone f esse 
dam and its electric power station. From abroad, Sergei Prokofie orien 
ballet The Steel Step (Pas D’Acier] (1925-27, track 12-CD1) in which he nen we 
feverish rhythm of the music with the noises Produced by a cone 3 mixes the 
scenography made by the artist Georgi Yakoulov. But perhaps of aie Che 
composed under this aegis, the most ambitious and representative is th $ aye 
of Sirens (1922-23, tracks 1 & 10-CD1) by Arseny Avraamov, who Be ae 
macro-concerts in the urban spaces of the cities of Baku and MoscoeaGe aes 
sounds and noises of cars, trains, boats, planes and artillery alon sida Gee 
songs. For the Baku concert, he had a portable machine built with tee i si 
driven sirens (“The Steam-Whistle Machine”) that could play The tntemationale. The 
aim of this macro-concert was to commemorate the October Revolution using oe 
“happy chaos” of the sounds of weapons, machines and workers heard on the ni ht 
the Winter Palace in St. Petersburg was stormed, which the composer Aves 
remembered as a liberation both of the proletariat and of machines subservient to 
the capitalist system. As Avraamov said: “every morning, the chaotic industrial roar 
gagged the people”. 


But, apart from machine 
noises from the Russian 
Avant-Garde, acting as a 
symbol of revolutionary 
progress, the sounds of 
nature were also presented 
as aids to relaxation in 
socialist cities. Listening 
to the sounds of nature 
was considered a rational 
pratice that would help 
workers sleep and rest. 
The constructivist architect 
Konstantin Melnikov 
planned a Green City 
(1929-30) as a city of 
rest in the green area of 
Moscow, with a forest, 
gardens and _ orchards, 
a zoo, a railway station- 
concert hall and “sleeping 
quarters” (workers’ rest 
blocks). He wanted to fit 
out these dormitories with 
hydromassage - including 
for the soles of the feet 
- thermal regulation of 


temperature by means of : ; 
stone stoves, chemical regulation of the air creating the aromas of spring, autumn 


and forests, mechanical regulation of beds that would rotate, rock and vibrate, and 
finally sonic regulation through “the murmuring of leaves, the noise of the wind, 
the sound of a stream, and similar sounds from nature” - all of which would be 
disseminated by placing special sound horns at opposite ends of the dormitories, 
Melnikov planned to replace bothersome “pure noise” (showers, washbasins, 
neighbours, conversations, snoring...) with “organized noises based on the 
principles of music. Melnikov named these “sleeping quarters” and their concerts 
of natural sounds, Sonatas of Sleep (track 14-CD1). Sleep was a curative source, 
More important than food and air. In the end this project was never realised. 


3EAEHBIA TOPOA” 


“Green City”, project by K Melnikov, Moscow 1929-30 


The appearance of new technical means derived from the Industrial Revolution 
Gave the Avant garde artists new possibilities to express themsalves. Very early 
61, Dziga Vertov used the invention of the phonograph for his Laboratory of Hearing 


(1916, tracks g & 
Fecording dj AH 
sound of a ee "the 
a sawmill”, from 8a 
he made Soundey 
montages that he Ata 
‘Phonograms’. Then 
discovered cinema he 
with the arrival of and, 
film, be Sound 

gan to Captur, 
sounds experimental 
with a portable recorgi 
system designed spectical 
for that Purpose, difecite 
documenting the sounds 
produced in the industriaj 
complex of Dombass eg 
of the Ukraine. With hes 
recordings he made : 
musical-visual montage in 
the form of a sound film: 
Enthusiasm! The Dombass Symphony (1929-30, tracks 1 to 10-CD2). Vertov aimeq 
to apply this interest in sound documentary to the emerging medium Of radio in his 
Radio-Far/Redio-Pravda proposal (1925, track 13-CD1) which consisted of Capturing, 
in real time, sounds produced in different workplaces around the world, in order that 
they might simultaneously be transmitted by radio stations to allow all “proletarians 
from all countries ... the possibility of seeing and hearing the whole. of the world in 
an organised manner”. Like Vertov, another author, the cubo-futurist poet Velimir 
Khlebnikov, also foresaw the possibilities of radio as a means of communication, as 
expressed in his visionary essay, The Radio of the Future (1921, track 2-CD1), which 
Understood the radio station as “a spider's web of lines” which, with its waves, would 
"nite all mankind” and, as having the power of a “Great Sorcerer”, capable of 
transmitting the sensations of smell, taste, images... in real time. All the possibilities 
foreseen by Khlebnikov and Vertov anticipated the present capacity of simultaneity 
and globalization in mass media — for instance television and the internet - and also 
what these media can do, not simply from a technological point of view, but also from 
a creative, activist point of view. 


asm! The Dombass Symphony”, film by Vertov, 1930 


"Enthusi 


Poetry: from Zaum to the Poem of the End 


Another important contribution from the Russian avant-garde has to do with poetry. 
In its beginnings, before Marinetti‘s futurist manifesto, the poet Velimir Khlebnikov 
composed his famous etymological poem Invocation of Laughter, (1908-09, track 14- 
CD2), in which he invented expressions derived from the word ‘smej’ (“laughter”), 
drawn from all the languages of the Russian Empire, thereby generating a kind of 
magic formula, as ifit had been taken from the ritual of a Siberian shaman. Khlebnikov's 
neologisms and verbal games were later to influence Russian cubo-futurism in its 
search for the “self-sufficient word” out of the syntactic roots of their language. At 
“168 point cubo-futurism moved away from the ideas of Italian futurism. Marinett 
Wie e destruction of syntaxes” through his parole in liberta ("words 
Savonte Peste a Hed Russian futurism as a backward step. Khibenikov‘s search in 
Wed Sones , im to find that stellar” language where “universal brotherhood 
Ries Aven Beciteteed @ series of imaginary languages: “the language of the 
‘ gods’ ,_ the birds” or of “sound-painting”. These investigations into the 


so) : F 

ora abt : ors would have their parallel in the abstract plastic investigations 
that "Khlebnikey vena, 28 the Counter-reliefs (1914-15) of Vladimir Tatlin, who said 
taken the Toe adie “el elements... to reveal the nature of those sounds, I've 
O Zangezi, 1923), ferent materials and trestec them in different ways” (Tatlin in 


to its ancestral origins, constructing invented words, 
explaining the influence of old Slavonic folklore. In Zau 
the Italian futurists and Dadaists, we can find parallels 
Raoul Haussman admitted, He saw a “popular surrealis 
om the onomatopoeic investigation of the Italj i i 
eaiP Dadaist companions. Krutschenij said hate ates ae es - 
common language; that every creator is individual and therefore se meee 
to create “a personal language”. For that reason, many Ake ee 
poets made their own derivations of zaum poetry, 
such as the so-called “idea-sound” or “non-objective 
suprematist poetry” of the artist Kasimir Malevich 
(track 30-CD1), “the sound as such” of the well known 
jinguist Roman Jakobson, who wrote poems under 
the futurist pseudonym Alyagrov (tracks 38 & 39-CD1), 
the “similar sound means similar meaning” of the 
theatre writer Igor’ Terente’y (track 33-CD1), the “ferro- 
concrete poem” of the cubo-futurist poet and aviator 
Vasily Kamensky (track 36-CD1), and a whole series of 
female artists who cultivated poetry within a singular 
experimental line which we could call Femenin Zaum: 
Elena Guro (track 22-CD1), Olga Rozanova (tracks 24 % 
31-CD1) and Varvara Stepanova (track 37-CD1) who not 
only composed poems but also developed Visual Zaum 
with expressive graphic-plastic elements, some without 
words; simply with pure, abstract non-objective forms. 


Many guided by oral tradition 
mand in the sonorous Poetry of 
and differences, as the Dadaist 
t form” in zaum poetry, distinct 


me”, 1993-14 


Apart from the cubo-futurists, experimental poetry was also cultivated by their 
adversaries, the ego-futurists, with the introduction of neologisms from other 
languages, a “new rhythm in poetry” and the “new orchestration of sounds”, as 
reflected in the poems of the founder of this movement, Igor Severyanin (track 16 & 17- 
CD1). But it was the poet Vasilisk Gnedov, the most experimental of the ego-futurists, 
who introduced one of the most extreme poetic proposals when he composed, in his 
book Death to Art (1913, tracks 18 & 40-CD1) several short poems, which consecutively 
reduce to a single line, a single word, a single letter and finally, a blank page. As a 
result, this author is considered a predecessor of the work 4°33” by John Cage and of 
the currents in Minimalism, Action Poetry and Conceptual Art, for tackling in his Poem 
of the End (track 40-CD1) zero degrees of writing and its negative action, by simply 
using a blank page as a poem and “reciting” it in public with a gesture and in silence. 


Agit-Prop: from social debate to artistic agitation in factories, streets 
and squares 


The last aspect covered in this double CD is the one which was grouped under the 
concept Agit-Prop - a term originally created in Bolshevik Russia and derived from the 
contraction of “agitation and propaganda” -, developed by the Section for Propaganda 
and Debate of the Communist Party of the Soviet Union. The term “Propaganda” 
did not have a negative connotation in Russia, as it now does in the west, Rather it 
meant “dissemination of ideas”, which in this case was the dissemination of Marxist- 
Leninist thought and action applied by the Soviet State. The artists of the Russian 
avant-garde joined the October Revolution from the first moment, Proof of this is that 
Mayakovsky declared “it was my revolution”. Also most of them collaborated with 
Lunacharsky (track 23-CD2), first People’s Commissar of Education, in the creation 
of artistic organizations reflecting the new revolutionary social project. Artists joined 
the cultural administration at the start of 1918, creating the Department of Fine Arts, 
called /ZO, organizing from there a series of exhibitions called “Free State Exhibitions 
held “without a selection committee which might restrict participation . They also 
created art schools (VKhUTEMAS), workshops (UNOVIS), institutes (IKNhUK), poe 
(OBMOKhU) and magazines (LEA), which had a dynamic effect on cultural life an 
social debate on the new role of the artist. Currents sprang up from these Initiatives, 
such as Constructivism and Productivism, from which some theoreticians, such as 
Nikolai Tarabukin and Boris Arvatov, advocated the death of the individualist, aout 
“easel artist" in favour of the “engineer-constructor” oF “artist-constructor” within 
“sc\entifically-organized” and “collectively artistic” work in factories. 

istrative cultural work, avant- 


“intervening artistically in 
lettes”, said Mayakovsky), 


!t should also be pointed out that as well as assuming admini 
garde artists were also committed to practising “social debate 
Squares and streets (“the streets are our brushes, the squares ourpa 


ae || 


painting agitation... 
carriages (agitpoe, "ain 
debate ships (agitparagh in 
doing photomontages .~! 
postersonculturalagit : 
and literacy drivacunl 
cae Newspapers” 
“radio-orators” ‘ 
Klucis), in strec naa 


experimental film, an 
designs for function, 
objects, work spaces 
workers’ clothes, a 


They also took part jp 
large public events doing 
collective performances 
forthe various celebrations 
on the anniversary of fa 
October Revolution ang 
on May 1, in which all the 
ands of citizens took part, mounting on buildings anq 
tivist forms (see p 43), while at the same time Putting 
in the streets with orchestras of over 500 musicians. These Were 
Varlikh. Other examples of these revolutionary festivals with Massive 
participation was The Attack on the Winter Palace (1920) with 8,000 citizens participating, 
eithe Symphony of Sirens (1922-23, tracks 1 & 10-CD1) by Arseny Avraamov, in which 

ly participated, transforming the urban space into Stage, 


the whole city of Baku active ,a 
These events were continued even at critical times, for 


stalls, author and audience. é 
instance during the siege of Leningrad by Nazi troops In World War II, when on August 


8, 1942, the German points of fire were neutralized for a moment, and Russian cannons 
Silenced, in order that everyone could hear Dimitri Shostakovich’s Seventh Symphony 


(4941-42) - also known as The Leningrad Symphony (track 31 & 32-CD2), which had been 
programmed for a live concert radio broadcast. This event was “a symbol of the strength 


of spirit and resolve of the city’s defenders”. 


Literary Agitprop Train “V. |. Lenin” 1919 


re integrated and thous 


arts we 
rmous construc 


monuments eno 
on performances 
directed by Hugo 


" There is no parallel in the western avant-garde of such a broad fusion of avant-garde 
artists with the society in which they live. Despite the economic difficulties, there existed 
a revolutionary political-cultural project and the necessary enthusiasm that allowed 
artists to invade the streets and impregnate them with their innovative creations. As 
Tatlin said, with the October Revolution, “| fused organically with active, creative, 
social and educational life”, or as the avant-garde composer Arthur Lourié said: “They 
gave us total freedom in our field to do everything we wanted, it was the first time in 
history that such an opportunity was given”. It was an opportunity that only lasted a 
short time; until gradually, from the 1930s onwards, the official art of Social Realism 
(1934) Started to impose itself, and the avant-garde was condemned as “bourgeois 
formalism”; and many avant-garde authors (Gnedov, Terent’ev, Harms, Mandelshtam, 
Meyerhold, Mossolov among others) were thrown into prisons and'work camps. This 
was a period in which noise was considered a crime against music, and Zaum poetry 
ebectate BP roduens “cryptic codes with anti-soviet messages”. No one can 
Moines sWance tras avant-garde would have revealed to us in time, had it been 
y towards its materialization of utopia. 


- Miguel Molina Alarcon 


Graphic schematic of 
for the Tiecnistation crt nonot the sirens mounted into @ steam locomotive, 


Phony of Sirens“ (1922-23) by Arsoni Avraamov 
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cp1 NOTES 


ARSENY AVRAAMOV 


¢ f Sirens and oth iti . 
BAKU: Symphony o j er critical reconstructions of k 
music, poetry and agitprop from the Russian Avantgardes (1910-1930) works of 


ARSENY AVRAAMOV: 
mphony of Sirens (in Russian “Sinfoniy yr 

i lilt Cumcbouua”, Baku 1922) a Cam@ouna lygxos, or 
Ee ie evel! spppreey 0! of ARSENY Mikhaylovich Krasnokutsky (b. 
Novocherkassk/Rostov 1886 — d. Moscow 1944), was a composer, music theorist 
performance instigator and commissar for the arts in Narkompros tha bes ine 
Commissariat for Education) just after the Revolution, and helped set up Protec 
_ encouraging the development of a distinctly proletarian art and literature ne 
a musician, he was involved in the debates on microtonality and in the 1920s, 
proposed to the People’s Commissar for Education (Lunacharsky) an order to 
burn all pianos, because he considered the Piano to be symbolic of the well- 
tempered system of tuning (popularised by Bach), which mutilates people's and 
composers’ musical sense. His later experiments with “drawn sound film” (or 
“synthetic sound”) led, in the early 1930s, to the creation of the first synthesised 
sound recording on film. Some years before, Avraamoyv, in his article Upcoming 
Science of Music and the New Era in the History of Music (1916), had predicted 
synthesised music and outlined his point of view on the future of the Art of Music 
thus: “Knowing the way to record the most complex sound textures by means 
of a phonograph - after analysis of the curve structure of the sound groove 
directing the needle of the resonating membrane - one can create synthetically 
any, even the most fantastic sounds by forming a groove with the appropriate 
structure of shape and depth”. He directed an International Musical Exhibition 
(Frankfurt) on the new technological advances in music, together with Leon 
Theremin and other exceptional musicians and researchers. He also investigated 
the poetic structures of Imaginists Sergei Esenin and Anatoly Mariengof (book 
Imazhinisty, 1921). As part of his desire to remind the proletariat of their true role 
- their power to decide their own history - Avraamov conceived a monumental 
proletarian musical work for the creation of which he would use only sounds 
taken directly from factories and machines. To this end, he organised several 
monumental concerts, which he called “Symphony of Sirens” (Cum@onua 
[yqxos), inspired by the nocturnal spectacles of Petrograd (May 1918) and by the 
texts of Gastef and Mayakovsky. He eventually took these concerts to a number 
of Soviet cities celebrating the anniversaries of the October Revolution: Nizhny 
Novgorov (1919), Rostov (1921), Baku (1922) and finally Moscow (1923). The most 
impressive and elaborate of these concerts was held on 7 November 1922 in the 
harbour of Baku in Azerbaijan. For this, Avraamov worked with choirs thousands 
strong, foghorns from the entire Caspian flotilla, two artillery batteries, several 
full infantry regiments, hydroplanes, twenty-five steam locomotives and whistles 
and all the factory sirens in the city. He also invented a number of portable 
devices, which he called “Steam Whistle Machines” for this event, consisting 
of an ensemble of 20 to 25 sirens tuned to the notes of The /nternationale. He 
conducted the symphony himself from a specially built tower, using signalling 
flags directed simultaneously toward the oil flotilla, the trains at the station, 
the shipyards, the transport vehicles and the workers’ choirs. Avraamov did 
not want spectators, but intended the active participation of everybody in the 
development of the work through their exclamations and singing, all united with 
the same revolutionary will. Avraamov reflected on the potential of music, and 
the influence of the sounds that define our environment - their importance and 
the role they had to fulfil after the October Revolution - an aspect of his thinking 
which helps us to understand the ultimate meaning of the composition of the 


“Symphony of Sirens": 


“Music has, among all the arts, the highest power of social organisation. The 
Most ancient myths prove that mankind is fully aware of that power (Ga) Collective 
Wors, from farming to the military, is inconceivable without songs and music. 
Ons may even think that the high degree of organisation in factory work under 
Cay \talism might have ended up creating a respectable form of music organisation. 
However, we had to arrive at the October Revolution to achieve the concept of 
the Symphony of Sirens. The Capitalist system gives rise to anarchic tendencies. 
Its fear of seeing workers marching in unity prevents its music being developed 


in freedom. Eve 
a chaotic industrie ng 
9998 the peopie, , ar 
then the revolution i Mt 
Suddenly, in the wate 
an unforgettal|, aves 
a Red Petersburg Nd 
filled with many thous i 
of sounds: Sirens, whientt 
and alarms. In resporit 
thousands of army lait 4 
crossed the city (one 
with soldiers firing tnt 
guns in the air. (...) at the 
extraordinary moment 
the happy chaos should 
have had the POssibili 
of being redirected b 
a single power able to 
replace the songs of alarms 
with the victorious anthem 
of The Internationale, The 
Great October Revolution 
- once again, sirens and 
cannon work in the 
whole of Russia without 
a single voice Unifying 
their organisation”. 


This recording was made 
taking close note of 
Avraamov's __ instructions, 
originally published in 
Turkish in  Baku’s three 
local newspapers on 6 
November 1922, the day 
before the event: 


Arseny Avraamov conducting his “Symphony of Sirens”, Moscow 1923 


On the Fifth Anniversary of the October Revolution 
Instructions for the “Symphony of Sirens” 


“On the morning of the Fifth Anniversary, on 7th November, all the ships from Gocasp, 
Yoenflat, and Uzbekcasp, including all small boats and vessels, will gather near the 
dock of the railway station at 7:00 a.m, All boats will receive written instructions from a 
gfoup of musicians, After that, they will proceed to occupy the place assigned to them 
__ hear the customs dock, The destroyer Dostoyny, with the steam whistling machine and 

the small boats, will be anchored further up, in front of the tower. 
aad whole flotilla will be in position. All the mobile machines, local trains: 
the tee hoes ed steam machines will arrive at the same time. The cadets from 
oe ie ourth Regiment, the students from the Azgo Conservatory, and ill 
onal musicians will be on the dock no later than 8:30 a.m. 


“At 10:00 a.m., the troops, the a 
: 7 7 rtille, 
will also get into Ositi i 
will also be roadie foeien 


a 


Ty, the machine guns, and the rest of the vehic! 
9 the orders received. Airplanes and hydroplan 


a 


-No later than 10:30 tho i 
regional and Ta WAy EO of making the « /gnals will take their positions at | 


-The midday cannon has been cancelled 


-The squad in ch Fens 
their approach ta hacen ronors will give the signal to the following vehicles | 
Abot and Babylon, ine minimum possible noise: Zykh, Bely Gorod, 8! 


“The fifth shot will give the signal to 


Sie 


the first and second district of the Black Quart®’ 


i 


_ 


Project ideas instantly to the “unknown shores” of 
that they could make “Radio-Books”, “Radio Reading 


The tenth shot, to the sirens of the commercial offices, of Azneft and of the dock, 
- locks. 


the fifteenth shot, the districts, planes taking-off. The bells. 


i anth shot, the sirens of the squar ; 
_The eighteent quare and the steam machj 
simultaneously, the first company of the Military Academy will mite ected tia 
to the docks playing the march “Varashavanka’”. om the square 


All the sirens sound and end at the twenty-fifth cannon shot. 


-Pause. 


_The triple chord of the sirens will be accompanied by a “Hurrah” from the docks 


_The steam whistling machine will give the final sign. 


*The Internater ae times). In the middle, a wind orchestra plays “La Marseillese” 
in combination with a choir of automobiles, ‘a 


-The whole square joins singing in the second repetition. 


-At the end of the fourth verse, the cadets and the infantry return to the square where 
they are greeted with a “Hurrah”. 


-At the end, a festive and universal choir with all the sirens and alarm signals plays for 
three minutes accompanied by the bells. 


-The signal for the end is given by the steam whistling machine. 


-Ceremonial march. Artillery, fleet, vehicles and machine guns receive their signals 
directly from the conductor on the tower. The red and white flag, is used for the 
batteries; the blue and yellow, for the sirens; a four-coloured red tlag for machine 
guns, and a red flag for the individual interventions of boats, trains, and the automobile 
choir. At a signal of the battery, “The Internationale” is repeated twice throughout the 
final procession. The fire of the engines will have to be stoked for as long as the 
signals are maintained. 


All the above instructions are directed to the high level ranks and for their irrevocable 
execution under the responsibility of its authorities: military, Azneft, Gocasp, and 
related educational institutions. All participants must have with them their respective 
instructions during the celebrations”. 


The master of TSOK is M. Chagin. 
The organiser of the “Symphony of Sirens” is Mr. Avraamov. 


Version: Leopoldo Amigo and Miguel Molina. Production Date: 2003, published in 
the audio-book “Del Mono Azul al Cuello Blanco” (Generalitat Valenciana, 2003) and 
Double-Cd “Noises and Whispers in Avant Gardes” (UPV-Allegro Records, 2004). 
Duration: 28'10” 


VELIMIR KHLEBNIKOV: i § 
2. The Radio of the Future (radiophonic project, in Russian “Radio buduscego”, 1921). 


m of Viktor Viadimirovich Khlebnikov (b.Toula 1885 — 


Velimir i 3 
a ice ene proucony r, sketcher and poet, also interested 


d. Governorate of Novgoord 1922), was a write : 
in mathematics, history mythology and ornithology (he wrote an anikle neoee a: 
CUCKOO), A key artist in Russian cubo-futurism, he was constantly searc Uh a se 
Verbal experimentation, writing toward the utopia of a “stellar” universal ee the 
“The Radio of the Future” is an essay written at the end of his life ales se ati 
POSsib'\'\ties of the new radiophonic medium (radio first started broadcas hee a 
in 1922). He conceives radio as a “central tree consciousness” or “a Sg oe as 
Sofcere:” which, with its waves, would “unite all mankind”. He saw the ra a the *news 
* Spicier’s web of lines" or “the flight of birds in springtime” which reve 


. d 
fro i erie” i is new medium would transport an 
M the life of the spirit”. In the hands of artists, Sa il humanity, Khlebnikov imagined 


-Walls”, “Radio-auditoriums™ ("a 


” 


é ivostock ; 
concert stretching fom where you could see and hear everything i Ady 
“Radio a 


scleanis a ature to major events In Be een fe pe understo ri 
tiniest sound Orne communication between 0). ANd the pea tt 
with this there woul ievarhis Jand; he has given his country the singing of Dla, 
“the artist has cast a spe ind. The poorest house !n the smallest town is filled With hoe 

d the whistling of the wine. lights of sound.” This capacity of Radio led hin, «vine 
Soe d all the sweet delig it as “The G 10 
whistlings an reat Sorce, . 
= ~3=6capable of trang) or", 
even “the sense of ey 
people would drink oe 
feeling that they Water 
drinking wine; or smote 
Radio station “Would gi, ul 
the nation, for éxan 
“the odour of snow” nd 
middle of spring. It want 
also be a “Doctor wits 
medicine” curing a, 
a distance by Means of 
“hypnotic suggestion”, And 
Radio could also transmit 
sounds to facilitate the 
work of the harvest and 
construction by emitting 
certain musical notes, “|q” 
and “ti”, which would help 
*porease muscular capacity” in the workers. Another of the Radio's great qualities would 
be the organization of popular education through radiophonic classes and lectures. But 
Khlebnikov also warned that all this potential could be interrupted if a Radio station were 
damaged. That would generate “a mental blackout over the entire country”. Thus it was 
necessary to protect the Radio Station with the word “Danger”. In this text, Khlebnikov 
anticipates the potential of Mass Media and its capacity for the globalization of ideas and 
opinion - although this “universal soul” was seen by him as positive, he already suspected 
some of its dangers. This text was possibly written in around 1921 in Pitigorsk, when 
Khlebnikov was working temporarily as a watchman in a telegraph agency, spending 
the long nights writing. This radiophonic re-creation was made from sound references 
appearing in the text of his essay “The Radio of the Future” (Radio buduscgo). 


st poet and theorist of zaum, with the daughter of 
a wine merchant, 1912 


Radiophonic re-creation: Miguel Molina & Leopoldo Amigo. Collaboration: Pilar Abad. Voice: 
Emest Peshkov. Production Date: 2006. Dur.: 3’45” 


_ IWANIGNATYEV & EGO-FUTURISTS GROUP: 


3. = First Spring Concert of Universal Futurism (musical excerpt from programme 
“Ego”, 1912). 


The Ego-Futurists organized “banquets & soirées” 
(such as “Creme-de-Violettes 
their way of protesting against 
the excesses of the Italian Futuri 
Rimsky-Korsakov, Tchaikovsky or 
Herald, they programmed a “poe: 
of Universal Futurism” 
Petersburg in the park 
alongside the recital of 
Black Bread”, a “Chalet 
of Prince Yusupov”, 
d'Orange Tea” ... The 
to be “aeolian b 


©, “Gatachino Pink Trout”, “Flet 
) “lilac illumination” and there wel 

(partly included in this recording: 
: made since these were the effect® 
® event taken place - because in the end 
bad weather in May 1912, and because 
6 Petersburg Herald who finally decided 


LV. Ignatyev 
Severyanin, Ignatyev - the new leader o 


to the Baltic”), “Radio and Art Exhibits» 


sation” in whose “Charter” he claimed that, amo i 
gsociation ; pe adel ng other things, “God is 
Gard is Hypothesis. The Egoist is an Intuitive, An Intuitive is a Medium” Thea 
derstand why this futurist concert was organized forthe “4 Daeeaer 


2 Start of spring: . | 
in “i ‘ “ ” 5 Pring: Ignat 

that the Russian bisyllabic word Vesna (Spring) contained the sseentlarennes ee ' 
meaning of the arrival of spring, with the phonetic of the letter “s” (“an inipteeean 


of sunniness”) and the “a” (“joy of attaining the long awaited"), Wit 
ignatyey defended various senses in poetry: colour, sound, taste, t 
gpatiality, thus “poeso-concert evenings with food, drink, sounds, 
were another way of carrying forward a “Universal Futurism” @ 
bringing together all the sensations at the height of Spring. But 
were not to last long. Ignatyev committed Suicide in 1914, two days 
From that moment the Ego-Futurist group collapsed. 


h such examples 
‘ouch, weight and 
colour and poems 
xperience, and of 
those experiences 
after his wedding. 


Aeolian Bells, invisible ocarinas and pipes: interpreted by Gema Hoyas Frontera, Composition: 
Miguel Molina. Postproduction: Leopoldo Amigo. Production Date: 2006. Dur- 145” ; 


MIKHAIL MATIUSHIN. ALEXEI KRUCHENYKH & KAZIMIR MALEVICH: 
Victory over the Sun (excerpts from cubo-futurist opera, in Russian “Pobeda nad 
Sointsem” - [To6ega Haa ConHyem, 1913). Excerpts: 

4. “Introduction”. Dur.: 025” 

5, Act 1:”Bully’s song”. Dur.: 0’34” 

6. Act 2: ”Petite bourgeoisie”. Dur.: 134" 

7. Other excerpts and final opera with “Military song”. Dur: 157” 


“Victory over the Sun”, 
the first futurist opera, was 
performed on December 3 
and 5, 1913 at the Luna Park 
Theatre in St. Petersburg, 
with a libretto by Alexei 
Kruchenykh, prologue by 
Velimir Khlebnikov, music 
by Mikhail Matiushin and 
sets and costumes by 
Kazimir Malevich. This 
opera was considered as 
a work of “total art”, a 
“theatre of integration”, 
it was one of the first 
examples of “performance 
art” and “multidisciplinary 
collaboration”. The aim of 
“Victory over the Sun” was 
none other than a “Victory 
over the Past” which, in 
Matiushin’s words, is “the 
victory over the ancient, 
deep rooted concept that 
the Sun equals beauty”, a 
world-illusion represented 
by “old romanticism and 
empty charlatanism”. The “ 
Opera follows a band of : ion tex fae 
“Futurecountrymen” who ve ree. ae spotogranh the piano and the objects 
Set out to conquer the Sun : ; 
with the pean as their new futurist hero. He, defeating gravity, iopeats pe 
it. That is why for the author of the text, Kruchenykh, The basic t nite rie sh ee 
a defence of technology, in particular of aviation, and the victory i vaca 
cosm'c forces and over biologism” - which at that time was ei the “First Futurist 
The opera was proposed by the Union of Youth who wanted He She reateank ia 
Theat:e” but who, after paying large sums of money for the hi Aeshna! bor 
PFOd\ “tion, ran into financial difficulties - with the result rs E nb ct Danetia 
an or hestra. The composer, Mikhail Matiushin, then only ha ee oat tue 
pianc - supplied on the day of the performance - and 8 em noises, such as rifle 
By whom could penrelhy. sing, On singe: ee hanes of a plane crashing. 
Shots. propeller sounds, machine noises and the “unusua sou DE Maken 
For the musical parts, we have only 27 bars in which, on 


authors of the cubofuturist opera 
are inverted, ca. 1913 


takes his iNspiratio 

folk songs, and from 
ane he tends to" the 
with ali i 
tonality, introc "8a 
larMONIC dissonangae "0 
quarter-tones, an 
encountered 2evich 
constraints with the pally 
and costumes, go tk ‘Ging 
were curtains p yes 


: ainted y. 
geometric forms I With 


nO perspective and 
costumes were the 


from cardboard 4 Made 


thread in simplified . tee 
cylindrical and pa. 
shapes. The Stage aa 
the figures had ‘aan 
painted in black and oni 
because there Were i 
coloured varnishes Ni 
this inconvenience’ an 


penny Ted tan mass corravay” 


compensated for bh 
\ epesalaa spaeesracet™ Y the 


Luna Park Theatre's Mobile 
lighting system, one of the 
first of its kind in the world 
which could be used a 
create innovative visual effects - a kind of “pictorial stereometry” - by decomposing 
the figures with spotlights, depending on whether it lit hands, feet or heads. The 
libretto, written by Alexei Kruchenykh, in places introduced a new language for the 
future which destroyed the laws of syntax: Zaum (language of the “beyond-mind”) 
which he and Khlebnikov invented and which is impossible to translate. He advised the 
actors to read this in a breathless way “with a pause after every syllable”. The operais 
composed of 2 acts in 6 scenes with a prologue written by Khlebnikov, which he was 
supposed to have read himself before the opera began, but because of his shyness, 
Kruchenykh read it instead. Act 1 deals with the arrest of the Sun, and includes the 
“Bully’s song”, a sound poem with one comprehensible line: “Keep your arms before 
dinner, after dinner and while eating buckwheat mush”. Act 2 deals with life in the 
“Tenth Land of the Future” once the Sun has been removed, and includes the song 
“Petite Bourgeoisie” (a manifesto of struggle against petite bourgeoisie in the field of 
art). The act ends with a triumphant “Military song” by the Aviator in zaum using only 
an aes to witnesses, the opening night of the opera was the scene of a 
ee nda ee half the tpeatre shouting “Down with the Futurists!” and the other 

wn with the Scandalists!”. When the audience demanded the author come on 


ge, ro , the theatre di ector, announ . i 
stage, Folkin h fi fi n ced from the box Tt ey ve take im to 


magress Ere paberele owepe OTT 
San Hecjnbe searan, sepae eesopy! 


entation of the cubofuturist opera Victory over the Sun by 


Newspaper on the pres 2 0 
e ichenykh & Malevich. St. Petersburg, December 1913 


Matiushin, K 


Military song 


fe Hee 
kKr kr 
tip 
timt 
krvdtr 
kr vubr 
du du 
ral 
kbi 
zhr 
vida 
diba 


(transcription by Gerald Janecek) 


Track 04; rete 
Tracks ee sire le a Amigo & Miguel Molina, 2007 

‘ red, i : ; 
Ludmila Shuyskaya, Igor arranged and performed by Julia Dmitriukova. Cast: Olga Sirin®: 


Vi 
Producer: Dmitriy Nikolaev a tke vali Recording engineer: Andrey ety 
‘adio Russia. Production Date: 1996. 


pziGA VERTOV: 
8, 9. L 


aboratory of Hearing (excerpts of phonograms 
“Erom the sound of a cascade” & “From the sound 
ofa sawmill”, 1916). 


Recreation of two “phonograms” (now lost) by 
the filmmaker Dziga Vertov (a futurist pseudonym 
loosely translated as “spinning top”) real name Denis 
Arkadieviteh Kaufman, (b. Biatystok 1896 — d. Moscow 
1954) Conceived when he was still a teenager (before 
heen 
began writing poetry at the age of ten). With a Pathephone phonograph | 

or 1910, acquired In St. Petersburg) Vertov recorded the sound of a vaterie be 
buzz of a sawmill, transcribing them at the same time in words and letters ina pe 
to create documentary compositions and musical-literary verbal assemblies diceestate 
wax cylinders According to Jonathan Dawson “for his studies of human mie 
(in 1916 Vertov enrolled in Petrograd Psychoneurological Institute) Vertov recordar 
edited natural sounds in his Laboratory of Hearing, trying to create new forms of aa 
by means of the rhythmic grouping of phonetic units”. In an interview in 1935 Verto 
recalled: “I had the original idea of the need to enlarge our ability to organize sour 
listeninotenly tossing violins - the usual repertoire of gramophone disks - hukales 
to transcend the limits of ordinary music” s = 


one phonograph, ca. 1900-1910. 
el probably used by Veoy 


countered cinema, he studied piano and violin, and 


Phonograms re-elaboration: Miguel Molina and Leopoldo Amigo. Voice: Miguel Molina. Production 
Date: 2003-2007. Duration: 0'32” (track 8) & 1°16” (track 9) 


ARSENY AVRAAMOV: 

10. The March of the Worker's Funeral 
(excerpt included in the version of “Symphony of 
Sirens” in Moscow, 1923). 


After the successful experience of the “Symphony of 
Sirens” in Baku, Avraamov was called by the Proletkult 
of Moscow to repeat this event for the celebrations of 
the Sixth Anniversary of the October Revolution (1923). In 
order to carry this out, they counted on the aid of the Metal 
Workers’ Union, the Factory Committees of the District 
of Transriver, the Young Communist Union, the Railroad 
Transports Commissariat, professional musicians of the 
Conservatory of Moscow and the Revolutionary Army of the 
Republic (RVSR). The result was not as expected: the long 
distances between the different sound elements prevented 
the creation of acoustic unity and the sirens version of “the 
Internationale” became incomprehensible for most listeners. 
New musical themes were included, like “the March of the 
Worker's Funeral” by an unknown composer, which used to 
be sung after the Internationale as a tribute to the workers who died in the revolution, This was 
the last time Avraamov's project was attempted, In 1924, a year later, Lenin died. 


Arseny Avraamov, Moscow 1923 


Version: Miguel Molina and Leopoldo Amigo. Production Date: 2003-06. Duration; 414” 


NIKOLA! FOREGGER & HIS ORCHESTRA OF NOISES: 
11. Mechanical Dances (dance extract “Transmission chain 
dance” from ballet MexaHuyeckne TaHupi, 1923). 


Nikolai Foregger, real name Nikolai Mikhaylovich 
Foregger (b. Moscow 1892 - d. Kuibyshev/Moldavia 
1939) was a playwright and choreographer who in 
1921, founded the MastFor (MASTerkaya FOReggera 
= Foregger Workshop) emphasizing a new system of 
dance and physical training called TePhyTrenage, which 
j conceived of “the body of the dancer as a machine, 
r and the muscles of volition as the machinist’. They 


*kolal Foregger, playwright ond performed dances imitating a transmission chain oF 
shoreograpnes ca. 1923 Chain-saw, accompanied — behind the scenes - by an 


Orchestra of Noises, oF Noise Orchestra (Liymosomy 


4 and, follow; Outi 
disappeared in 1924 mecie destruction, The 
i of 


Re-creation of the dance: LC. 
 LC.1. and collaborators Ch 
« wnereography director: 
> Juan 


Re-creation of the Orchestr. H 
a of Noises: Leopoldo Ami ; B 
of Sculpture (Valencia, Spain). Production Date- are rs Molina, Producan 
i : n= 3’09” n: U 


aaeees PROKOFIEV AND GEORGI YAKOULOV: 
2 ory (excerpt “l’Usine” from ballet Le Pas d‘Acier, 1925 27) 


The musician Sergei Ser. i 
1 geyevich Prokofij 
1953) and the painter Georgi Yakoulov aa 


War Communism, exalting the social structuri 


love that flowered in that settin mae i 
| couldn't believe what] wan oa 
the fresh air that Lunacharsky s ae? 

f returning to Russia. The ballet eae Fe 
up of two scenes, ie 

the characters (dancers) 


express their social Position 
through physical attitudes 
and mime: Sailors, peddlers 
an orator, a young female 
worker, policemen, thieves 
and small shopkeepers, 
Prokofiev composed the 
Music between 1925-26, 
and Georgi Yakouloy 
designed the sets where, 
for numbers 9 and 10 
of the score called L’/Usine 
(“Factory”) and Les 
Marteaux (“TheHammers”), 
he made a constructivist 
mobile setting with 
ladders, platforms, turning 
wheels, luminous signs and 
hammers of different sizes 
in which all the elements 
were put in motion while 
different workers on the 
platform beat out the 
rhythm with loud hammer 
blows. In the second 
scene - in the factory - the 
Tehernicheva and Serge Lifer In Le Pas d’Acier at His Majesty's Theatre. London, 1927 Hele ag ree 
orchestra while at the same 


time a duet was performed by the young female worker and the sailor (who had become 
a worker when he met her) consisting of a pantomime. It was premiered in Paris on 
June 7, 1927, to good audience response, but the reaction of both Russian émigrés 
and the Soviet commissars was negative. For the émigrés the work was a “Thorny 
flower of Proletkult”, and they accused Diaghilev of being a “Soviet propagandist”. The 
commissars, on the other hand, criticised Prokofiev for his ambiguity in the second scene 
- in the factory — asking, is this “a capitalist factory, where the worker is slave, ora soviet 
factory, where the worker is the master?”, questioning Pokofiev's interpretation. Ifit’sa 
Soviet factory, when and where did Prokofiev examine it? From 1918 to the present ae 
he has been living abroad and came here for the first time in 1927". Prokofiev one 
himself, replying “That is the concern of politics, not music, and puerorore | wie pe 
reply”. But even if the composer was not interested in Cee ere inte ee 
in him, and when he decided to return to live in Russia many of his works 


aan i i in which the 
3 rsion included here Is an experiment n ich th 
aq Le 4s EV ciate aaa generated by the set have been mixed in with 
jinoludin’ noises that woul mpt to get close to the actual sonorous effect produced 
a iy olor ys going beyond simple present-day interpretations in 
an D 
one e is heard. 


oldo Amigo. Music interpreted by: The USSR Ministry of Culture 
hdestvensky. Recorded in 1990. Original Label: 
uction Date (recreation): 2006. Duration: 2°16” 


fie [at 
he musical scor 


Mi nae Gennai Roz! 
ation: nductor. Ge 
creat orchestra, CO SSR, 1991. Prod 


mpho 4 Company, &x-U 


IGA VERTOY adio-Pravda (radiophonic project, 1925) 
r 


pz Ea 


gue a life”, th 
Vertov's ambition to explore life", the 
In 02! ‘cal inventions arising from the industrial 

gican loyed with the intention both of 


m se ‘ 
oF Cealing the truth”, and placing a 


i hands of the workers. 
f eapon in the ’ ‘ 
evolutionay ver sate the Kino-eye ( what the eye 
All this leg ”) Radio-Pravda (or “radio-truth”) and 
cannot oe ‘near”). Through radio, he attempted to 


adjo-eal Unitary? communication across the whole of 
epeluln proletariat by way of recording the sounds 
the wor and of life itself, captured without Listening to the radio through headphones 
of Moe kind of ‘factory of facts’). These would _ ‘still from Enthusiasm! film by Vertov) 
lecsleeeny be broadcast across a network of radio 
SU Sed eae ee possible the mutual “/istening” and “understanding” of all workers, 
stations, M heir cultural origins. All these ideas were expressed in his manifesto 


diess of t 
(a igio-Pravda” (1925): 
gitation by facts, not only concerning sight, but also and in the same 
concerning hearing. How could we establish an auditory relationship 
bal Eee whole frontline of the world’s proletariat? (...) Once organised and set- 
ce resentation of any sound recording may easily be broadcast in the torm of 
Lea de It is therefore possible to establish, in all the radio stations, a proportion 
beproeciraiasy radio-concerts and news ‘taken directly from the life of the peoples of 
different countries. Something that acquires fundamental importance for radio is the 
‘radio-journal — free of paper and distance (Lenin) - rather than broadcasting Carmen, 
Rigoletto, romances, etc., with which our radio-broadeasting began. (...) Against 
‘artistic cinema’, we oppose Kino-Pravda and Kino-eye; against ‘artistic broadcasting”, 
we oppose Radio-Pravda and Radio-Ear. (...) And it will not be through opera or theatre 
representations that we will prepare. We will be intensely ready to offer proletarians 
from all countries the possibility of seeing and hearing the whole of the world in an 


organised manner. Of being mutually seen, heard and understood. 


We defend 4 


Dziga Vertov was not heard in his day and was not able to put these ideas into practice, 
although in 1925 he did make a silent film: “Radio Pravda” (n° 23 in the series “Kino- 
Pravda” Newsreel) of which less that a third has been preserved, showing, in a didactic 
way, the potential of the new medium, and his interest in using it- or perhaps in movina 
into it? It would be necessary to wait a few more years for his film “Enthusiasm! The 
Dombass Symphony” (1930) when these ideas would finally be realised — in this we 
See a radio tuning in to the Leningrad RV3 station to hear the sounds produced by the 
workers and by the mines and machinery of the industrial region of Dombass in the 
Eastern Ukraine. Vertov also uses sounds generated by radiophonic media itself anc 
pee the rhythm of a radio-telegraph” in some parts. All these sounds had been 
A Ai on site, using a specially built mobile recording system (the “Shorin system”) 
editing mene edited - by cutting, on film, since there was no other means of sound 
Batti c fad 01-10-CD2). For the radiophonic reconstruction of “Radio- 
Miaetenen ue apo in this recording, the sounds of the film were used and 
alm was to somes fila Ss a recreate the radiophonic project, Vertov's ultimate 
(recording and Gece ee Station of Sound Production and Recording”. 
surpass the 5 eral elas fe) sound images at a distance) in order to aqua! and 
“conomic power of capitalism. 


Radiophon ; 
ie oe Must Molina, 2006. Recording: Soundtrack-film “Enthusiasm!” by 
Dziga 7 - Extracts isken from the DVD Entuziazm (Sinfonia Donbassa), ¢ 


Filmmuse 
um 2005, www: filme: ‘“Useum.at. Duration: 2’56" 
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KONSTANTIN MELNIK 
14, Sonata of Sleep ( 


1929-30). 


KOV: ” Hy ’ 
SONnaia SONata , sound pavilion in his utopian » 


Crean Citys 


Konstantin Stepanovich 
Melnikov (D- Moscow 1890 
. d. Moscow 1974), painter 
and architect, IS considered 
the most important figure 
in Russian constructivist 
architecture. After the 


1917 Revolution, he taught Sonata of Sleep” by K. Melnikov. Dormitories for the workers 
at the Vhutemas school, recorded to accompany sleep. Scale model, 1929-30 . 


rawing up a new urban 
d 9g designing worker's clubs outside the city. Melnikov’s w); 


lan for Moscow and 
p soviet social values could be expressed in his buildings Wish Wag 
a) 


that revolutionary ; ( 
at the same time he publicly defended on many occasions “the right anq though 
personal expression”, which he claimed as the only source of “delicate “umee 
projects were unpredictable, unusual and ultra-original, described at times sua 
and fantastic”, even though most of them were realised. Melnikov followed 
of the organic combination of space with simple volumetric form, thinki the Path 
architecture as “transparent walls” and putting the facades in second aE Of hig 
30, he planned his “Green City”, a city of rest in the green area of Moscow, N 1929. 
aim of rationalizing rest by means of the “rationalization of sleep” in society the 
and in “daily life”. For this city, he conceived green areas with a forest, ane Cities 
orchards, a zoo, a children’s city and a public sector, with a train station can and 
4solar pavilion” and “sleeping quarters” (which were the rest blocks for the aan hall, 
These dormitories had to be built by a collective, bringing together the eae 
different specialists, amongst others architects, musicians and doctors. For M ae of 
sleep was a curative source, more important than food and air. He wanted Hag 
the dormitories with hydromassage; thermal regulation of heat and cold b pee 
Of stone stoves; chemical regulation with the aroma of forests, spring Be Means 
mechanical regulation with beds that rotated, rocked and vibrate and finale 
regulation by means of “the murmuring of leaves, the noise of the wind, the Y, Sonic 
a stream and similar sounds from nature” (including storms), all of which sound of 
heard by placing special sound horns at opposite ends of the dormitories. Th ee aaa 
also reproduce symphonies, readings and sound imitations. Melnikov ane 
replace bothersome “pure noise” (showers, washbasins, neighbours oaeeere to 
snoring...) with “organized noises” based on the principles of music tlio acre 
these “sleeping quarters”, and their concerts “Sonatas of Sleep” Seen 
in Russian), taking the Russian root SON (“SI ” sleep (SONnaia SONata 
eep”) and using the play on words t 
peeve famous Claire de Lune Sonata (Lunnaya Sonata) by Claude Debussy fh 
nd, this project was never realised, nor was his dream of creating “ itt 
for the Transformation of Humankind”. In 1937, Melnik ating The Institute 
and removed from education and practice and ‘alth Bere en foun 
Stalinist pu > , ough he managed to survive the 
OTe if nee a ee ie esa Portrait paintel. on 
the natural sounds that Melnikov refe ue pomeee OF HS “SEMEL CST 
4 musical fragment of the Claire de ti : 5 Peder epcciiused jitalso includes 
mechanical Piano Roll. With this proj ne Sonata by Debussy, recorded in 1916 ona 
project, we can consider Melnikov as an antecedent of 


“acoustic design”, and 
f 7 also of th “4 ” 4 " 
which appeared again in the oaks pmceuclecolouygandsolnd|andscape 


with nar 
atUral , 
OUnd, 
s 


His 
UNrea| 


Sound re-cr Mi a 
eation: Miguel Molina & anxo invisible. Production Date: 2007. Dur.; 2'08” 


15. PAUSE-SLEEP.,, 


IGOR SEVERYANIN; 
16. Overture (poem «y, 
BeEpTio ok “P i 
Ananasy v shampanskon 1915) Hoo “Pineapples in Champagne”, in Russia! 
Igor Severyanin jani 
1878-dTallinvestonn nen Pseudonym of Igor Vasilevich Lotarev (b. St. Petersburt 
in Russia and who founded gee the Poetwho, in 1911, first used the word “Futurism 
the double influence of French aay ent Called Ego-Futurism, which sprang from 
spirit of Italian Futurism - in : and Russian Decadence, alongside the mechanistic 
a mixture that could mix “ice creams of lilacs” with cars 


- chino pink trout” with trains and planes. This po ; 

an ples in Champagne”, skillfully, portrays these fess of the coqteeena his book 
Pi histicated glamour of Russian high society of the time, and the excitin etween the 
s0P jodern world. It was composed in 1915, on the threshold of the Octob 9g sounds of 
ee one social class was having “pineapples” and “champagne” ai 2%, 
didn’t exist in Russia unless they were imported) while another was dying ore which 
the battlefield. Severyanin moved through these social circles with an iN 
adopting dandyish poses in the style of Oscar Wilde, wearing an ambiguous 
pnhole, carrying a while lily in his hand or a cigarette in his mouth eae in his 
down on the public with STOP ECs ( |, Igor Severyanin, a genius|”); it ooking 
: at he was called “Oscar-Wildean” and rejected for mE ose was for this 
wers of the movement. Vladimir Mayakovsky, his rival described aaa by 
liquor-glass looming up through cigar smoke”, while sae >everyanin’s 
iturists “pseudo innovators”. ryanin called the 


Overture 
Pineapples in champagne! Pineapples in champagne! 


Deliriously tasty, sparkling and bright! 
‘min something from Norway! I’m in something from Spain 
I’m inspired in bursts and | sit down to write. 


Planes are screeching above me! Automobiles are running! 
Express trains whistling by and the yachts taking flight! 

Someone’s kissed over here! Someone elsewhere is beaten! 
Pineapples in champagne - the pulse of the night! | 


Among nervous girls and in company of women 
Tragedy | am turning to dream and to farce 
Pineapples in champagne! Pineapples in champagne! 
Moscow to Nagasaki! New York to Mars! 


[English Translation by Ilya Shambat] 


Voice: Ernest Peshkov. Sound Composition: Miguel Molina and Leopoldo Amigo. Production Date: 


2006. Duration: 130” 


IGOR SEVERYANIN: 
17. Echo (poem «3xo» from book “Zlatolira", 1914). 


Two of Igor Severyanin and the Ego-Futurists’ 
contributions were a “new rhythm in poetry” and a 
“new orchestration of sounds”. They experimented with 
a sophisticated variety of rhymes: “Dissonant Rhyme”, 
“Assonant Rhyme”, “Heterotonic Rhyme”, “Compound 
Rhyme”, “Tautologic Rhyme” “Enjambment Rhyme”, 
“Non-rhyme” ... In this poem Severyanin uses "Echoic 
Rhyme” where he repeats the final syllable of the 
second line as the only monosyllable in the fourth line 
of each verse; he uses this rhyme to deal ingenuously 
and humorously with a clichéd philosophical theme 
about immortality. According to reports from people 
who heard Severyanin recite, he had a deep voice and 
“sang” his poems rather than reciting them, giving his 
audience the sensation of listening to music. He even 
referred to his recitals as “poeézoconcert”, a neologism 
he created. The musicality of his voice (in fact he played 
audiences, and the Cubo-Futurist 
Wildean®. Photograph, 1920 poet Velimir Khiebnikov called him, ironically, Igor 
Usyplyanin (“Igor the Hypnotizer"). Severyanin even 

acquired the title “King of Poetry” after winning the controversial verse speaking 
competition organized by the Polytechnical Museum of Moscow in 1918, in which 


Mayakovsyky came second. 


Igor Severyanin, poet leader of th 3 ‘a 
8g0-futurist group, was ialeitoaae tne Plano) seduced his 
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Voice: E-nest Peshkov. Recording: Miguel Molina; a 
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(Valenei«, Spain). Post-production: Leopoldo Amigo. Production 
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VASILISK GNEDOV: 
18. Poem 14 (“Mlosma 
in Russian CmepTb 


14" of the collection “Death to Art”, 
exyecrBy, 1913). 


seudonym of Vasily Ivanovich Gnedov 
(b. Mankovo Berezovskaya 1890 — d. Kherson 1978) was an 
ego-futurist poet who took poetry to the extreme of minimal 
expression; Some of his poems being the first examples of 
minimalism. In his book "Death to Art (1913) there are 15 
short poems, which gradually reduce to a line, a word, a 
letter and finally a blank page (see track 40). “Poem 14" is 
composed of a single letter in cyrillic “KO” (Yu) which is the 
penultimate letter of the Russian alphabet - as well as the 
penultimate poem in his book. It precedes the letter “ya”, 
Which is “Poem 15” - the last in the book and which, for 
critics such as Nilsson and Jensen, symbolizes the anteroom 
of the affirmation of the “I-Ego” of the poet. For Gerald 
Janacek this poem also reflects the union of contraries 
4” snd “0” since this letter is a natural diphthong made 
up from the elision of “y” and the back vowel “u”. In the 

preface to the book the ego-futurist Ivan Ignatyev said that, So cits poet Vasili 
with Gnedovy, the letter is not only sound and colour, but 

also “taste”, “sense of touch, weight and spatiality”. Gnedov was the most on 
Of the ego-futunsts, using zaum words and neologisms extracted from colloquial Ukrajn; 
speech, placing him close to the cubo-futurists, indeed, he was the only ego-futurist rainian 
respected and he was included in the list of the 317 “Presidents of Planet Earth” Gorse 
up by Velimir Khlebnikov, aiming to replace the “States of Space” with the “State of ne 


Vasilisk Gnedoy, the p 


perimental 


Voice: Ernest Peshkov. Recording and Post-production: Miguel Molina Alarco 
: jarcon. Pi i . 
Duration: 0’09” roduction Date: 2006, 


ALEXEI KRUCHENYKH: 

19. ae bul shchyl (poem “gbip 6yn Wbin” of 1912 
published in the book illustrated by Larionov 
“Pomade”, 1913). al 


Alexei Kruchenykh, real name Alexey [Alexsander] 
Yelisyevich Kruchyonykh (b. Olivka of Vavilovskaya 1886 
~d. Moscow 1968) was the cubo-futurist poet who coined 
the term Zaum or transmental language (“trans-sense” 
or “beyond-mind”), which insisted that an artist could 
not be forced to express him or herself in a common 
language, but had to be free to use “a personal language 
(the creator is individual); a language that does not have 
a defined sense, that is trans-mental”. This well-known 
poem is considered to be the first zaum poem and it was 
written in December 1912. According to the poet Valeri 
Scherstjanoi, “It was probably at the suggestion of Davi! 
Burliuk that Aleksei Kruchenykh penned his first zaur’! 
poem”. Kruchenykh described the poem asa “hollow an 
heavy series of sounds, with a Tartar tinge” and “that! 

was more Russian than all the poetry of Puskhin” (famous 

1965 Kruchenykh wrote in Nik pace of the use of his native language). On August 25th 

they are unable to translate iar roy ® album (Tambov}: “Despite many attempts 
Russian speech dyr-bul- # into any Europesn !anguage my 1913 phonetic record 0! 

yr-bul-shehyl, | think | will be sho only one for another 50 years”. 


Aiersi Keuchenyrh, out 
n, Cube futurist poet whi 
Caanes theterm Zaum or transrmental lasptags: 
Phoromonaga of recitation, ca 1928 


Russian romantic poet and def 


dyr bul shchy| 
ubeshshchur 

skum 
Vy so bu 
f, oki “bz 


[transcription by Viadimir Markov] 


Voice: Ernest Peshkov. Recordin 
: : Mi 
Rie sins: Souccas es : Sri samara Laboratory of the UPV Dpt. of Sculpture 


Sk Gnedov with jars 
1S Wife 


LADIMIR KASYANOV & Wiliiahoged soos ‘ ; 
Drama in the Futurists’ Cabaret No. (excerpts Futurist Tango” & “Futuredance 
a Death” of the soundtrack-film Drama v kabare futuristov No. 13, 1913-1914) 
y (director), Larionov & Goncharova produced a short 20 minute film in which 
of the futurist circle: Mayakovsky, the Burliuk brothers, Shershenevich a 
renev, 2/80 participated. It was the first futurist film, and the first film i eee 
Lev rwentieth-century avant-garde directly participated. Only one still from it Me 
the ved but, fortunately, Kasyanov recorded the scenario in his memoirs The ain 
Sante with a cabaret sequence In which the artists paint their faces in piepaeey et 
i the evenings entertainment. A caption reads: “13 O'clock has struck. The fut 
agsemble for the evening . There follows a sequence that depicts futurist cabaret 
sumbers in which the poet Anton Lotov declaims a poem - meaningless letters flash 
ae the screen - Elster dances “the futurist tango” and Goncharova performs a tap 
Jance. These prepare the way for the evening's central event and the real “drama” 
of the film: "the future dance of death”, in the course of which one partner must 
murder the other. The futurists draw lots; Larionov and Maksimovich are chosen to 
perform the dance, on 4a table. Both are given a curved knife and the "future-dance” 
begins. Larionov throws Maksimovich from one arm 
to the other and strikes her with the hilt of the knife, 
she in retaliation strikes him, and finally he kills her 
outright. In the final sequence of the film, Mayakovsky 
says, over the dead body: “a victim of futurism!” 
The "future-dance of death” may have been a parody 
of the tango, which was then becoming popular. 
Larionov refers to this in the manifesto “Why We 
Paint Ourselves”, though Ginzburg disputes this and 
Leyda describes the future-dance as a parody of the 
prevalent genre of film-guignol. Kasyanov, however, 
records that when the film was screened in Moscow in 
January 1914 the audience treated it as a comedy, and 
newspaper critics declared the acting feeble and the 
plot dull - though some were entertained by the futurist 
music that accompanied the film [commentaries of the 
book Mihail Larionov and the Russian Avant-Garde by 


Anthony Parton]. 


Kasyano 
members 


ives just for the moment® 


Soundtrack Recreation: Miguel Molina and Leopoldo Amigo. Voice: Ernest Peshkov. Collaboration: 
Maya Molina. Production Date: 2006. Duration: 3’30° 


DAVID BURLIUK: 
21. The Family of Vowels, Laughingly (poem [nachbix 
Cemesicrso, Cmencs, 1915). 


David Burliuk, real name David Davidovich Burlyuk (b. 
Semirotovschina of Kharkov 1882- d. Long Island, New 
York, 1967) was a painter, actor, art critic, showman 
and cubo-futurist poet, and was considered the “Father 
of Russian Futurism”. He was also the organizer 
of various public demonstrations by the first cubo- 
futurist group “Gilea” (1911-12) formed by Vladimir 
Mayakovsky, Alexei Kruchenykh, Vladimir Burliuk, 
Benedict Livshits and himself. Some of these public 
performances consisted, for example, of painting 
their faces, wearing top hats and velvet jackets with 
teaspoons and radishes in their buttonholes. He left 
Russia at the beginning of 1920 and ended up in 
the USA where he continued to spread the futurist 
movement in his manifesto “Radio-Style” (New York, 
1926) - which aimed to be a Radio-Futurism (“To unite 
all Radio-modernists in the world — is our aim"). He 
worked with poetry as well as painting, and in this 
ally cre'es a whole series of synaesthesic games (he claimed that there were 
the ‘Sain ‘ive senses) based on what vowel sounds suggested to him, cuatnoing 
cue °n_of Rimbaud’s “colour of the vowels”, which he knew and appreciate 

“th 9 les himself with the irony and imagination of an avant-garde artist examining 

@ family of vowels, laughingly”. 


Oavid Burliuk, 1914 


Natala Goncharova and Mikhail Larionov with 
nn 4 scene from the film Drama 


1913-14), They said 
pocause they remain 


The a-sounds are wide an ious; 
The i-sounds are high spe tobe ns 
The u-sounds are like empty pipes: 
The o-sounds are like the curve of s hu 
The e-sounds are flat, like sandbanks: 
Thus | have surveyed the family of Vowels, laughingly, 


nchback; 


[English Translation by Viadimir Markov) 


Voice: Ernest Peshkov. Recording: Miguel Molina, Audio Labor 


: t 
(Valencia, Spain). Production Date: 2006. Duration: 0'55” Be eURV Dpt. of Sculpt 
Ure 


ELENA GURO: 


22. Finland (poem of 1910 @uHasHan|, from book “The Three”, in Russi 
' ISSian «TPOE 
», 1913), 


pt 


Elena Guro, Pseudonym of Eleonora Genrikhovnay 
Notenberg (b. St. Petersburg 1877 — q. OllsRirkker 
Finland 1913), was a Painter, writer and Poet Re 
took Part in the first demonstrations by the muesisn 
futurist movement. She first participated with Nicolai 
Kulbin's group of impressionists, in 1910 breakin 
with him to found, along with her future BASE 
Matiushin (musician and Painter), the Union of 
Youth, a futurist group that in 1913 organized the 
Opera Wictory over the Sun”. In her early poetry she 
introduced words of “lyrical nonsense” anticipating 
some @spects of the later zaum language of the 
futurists. She was also a pioneer in her approach 
2 te ale and the organic world. As Matiushin 
Said, “she opposes organism to mechanism" i 
of nature. As she Suggested: “Try to Breathe Soe insets eee pbs 
distance, the way the wind passes disturbingly, the way Hetiniverssrees 'n the 
imitate the breathing of the earth and the phases of the clouds” This ¢ eee 
Finland” gets close to these ideas, including approaching “ phonticall cane 
sound of conifer branches in Finland while recalling a person through nary aa 
whispers. Her early death occurred on a summer trip to Ousikirkko (Finlandinan 
Matiushin, Kruchenykh and Malevich in 1913, where they had gone to vena 
the opera “Victory over the Sun”. Later, in the 1920s, Mikhail Matiushin directa 
the “Department of Organic Culture” in the INCHUK, working on the concept of 
organic abstraction and the elementary forces of Nature - gathering their latent 
energies; a continuation of the ideas begun by his wife Elena Guro. 


Elena Guro, painter and poet Finland, ca 19 
and, 13 


Voice: Galina Musijina-Nikiforova. Recording: Miguel Molina, Audio Laboratory of the UPV Dpt. of 
Sculpture (Valencia, Spain). Production Date: 2006. Duration: 1/12” 


EL LISSITZKY: 

23. About Two Squares - A Suprematist Story 
(from book in Russian “Suprematicheskii Skaz pro dva kvadrata v shesti 
postroikakh”, 1920-22). 


El Lissitzky, whose real name was Lazar Markovich 
Lissitzky (b. Smolensko 1890 — d. Moscow 1941) was 
an interdisciplinary artist working with painting, 
architecture, typography and _ photography, 
designing “Proum” spaces - a forerunner of present- 
day art installations. His language is midway iu 
between constructivism and suprematism, and he 
formed part of the group UNOVIS (“the Affirmers of 
the New Art”) created by Malevich which combined | 
education and workshop investigations with practical 
commissions. This suprematist story “About Two 
Squares” was constructed in Vitebsk in innate a 
ublished in Berlin in 1922 and follows the —- ~ suprematist Sto0y BY 
line of “creating a new contemporary book” which, — Avau Two Sunsves cae 
in this case, is a children’s book that experiments 
with typography, image and the narrative itself. It is 


Transrati 
i ‘onal Book (Moscow 1916) accompanied 


d 
P vel to Earth (a re 
which tra g to fuse - the 


k, th anagin : 
black ith one another, ™ 9g tri-dimensional 


u , ide wit build " 
avout Wear aw : ade Between ther rent it ends — further”. 
9 story om OR elf 0 ends with the Digi had already formulated 
circle) plishing th. The ie a UNOVIS see economy. Draw the red 
e he ‘ jon, ; f the wo 5 Pears 
ean cal U a sign ° f the arts”. 
hori gre as | revolution 0 ; 
ghaPr™, metaP tack Sau tthe universa ‘ long with the 
js 18 th represen ; the images along WI 
This! , 49ee hops to ¢ arrative on ‘ mage 
19% orks erring 2 nalts ; e and time, imag 
a j th eculiarity rae of the ter; ti two dimensions for the 
sdt nas t un ++: “Today we a GS j 
; id SO - ut it: is a function 
Doe ier visual zl Lissitzky said Hee time and as 4 representation it een ealy 
lar ound jit is a function Ur both”. Sound is treated typographica 
and ine nals ok must be 0© the letters that are repeated in 
ord: coming &™ xt, enlarging Russian words 
ry space i n the narrative i g the rhythmic cadence es ia : ically as if 
of" ecually | increasin i it puts it dynam! 
d visua ¢ words, |" my On other occasions \ ; Aha 
a if uares”)- ildren”) or in a zig-zag, as on 
gucceSs) 5" of “two Sd ("To all, to all childre 7 ; fe hook. 
(2.9: zB io announcement ok, where it recommends Done or co itzky’s 
it were 8 Te ructions for the Oo. of Word... build”. Disobeying EI Lissitzky ; 
age ole ods... colour-ble ad to check the possible spatial and gestura 
ke-papel "Hook has been 1@ ' nority of language: “From the 
Ta this ling with the so y 4 
struct! of this Way of adi * one goes over to the active, articulated 
J F er-pa = ~ ee : 
ore on-articulated e iving language is taken into account” (EI Lissitzky 
a esture 
ste cal Facts, 1925) 
el ding and post-production: Miguel Molina, Audio Laboratory of 
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nest Peshkov. Recor Production Date: 2007. Duration: 0°55” 
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OLGA ROZANOVA: 
24. [Spain] (poem [Menanual], ca. 1916-18) 


Olga Viadimirovna Rozanova (b. Melenki 1886 - d. 
Moscow 1918). Although she was mainly a painter, 
she also developed her activities in the field of 
design, fashion, book illustration and poetry, and 
was one of the leading representatives of the new 
typography. In her artistic life, she participated in 
the activities of cubo-futurist and suprematist artists. 
Her poetry is close to zaum language (her husband 
was Alexei Kruchenykh, creator of zaum), seeking 
through an “intuitive creation” of the phonetic of 
different languages, a universal intercommunication 
between them. In this poem called “Spain” she 
takes the sonority of some Spanish words —both 
real and fictional - and transforms them according 
to a rhythmic oral cadence, mixing them with other 
words from Russian: “Antiquary”, “Phantom”, 
“Grimaces”, “The anthem”, “Of death”, generating 
a dramatic and poetic game of tones that portray a 
place; “the patterns of association are almost entirely 
paronomastic, and continuity is based on such 
paronomastic links” (Gerald Janecek). 


Olga Rozanova, painter, illustrator and poet. 
Petrograd, 1915 


Voice: Galina Musijina-Nikiforova, Recording; Miguel Molina, 
Audio Laboratory of the UPV Dpt. of Sculpture (Valencia, 
Spain). Production Date: 2006, Duration: 0’43” 


lust 
teehee by Olga Rozanoya, there is algo a 
utton addod to the cover Of the book 


HeS04 GRoup: 
*Dada(in Russian “Qana”, from journal H7SO4,1924). 


Agrou Of wri : 

mounted Sih freee painters from Tiflis (Georgia) who called themselves “Dadaists” 

“National Poetry Da avant-garde demonstration on May 5, 1922 on the occasion of 

Past, declaring ther yo in Tiflis, where they proclaimed their manifesto and denied the 

and future of Ge nselves “the only true and proper representatives of the present 

followers of Sr itinar literature”, boycotting a soirée by the “Blue Horn” group 
olism, The demonstration ended in scandal and scuffles. Later, 


© Whay atic 
Notable aboutth : Wag 
was the ty sm 


) om 
Tiflis), and also th * iH 


Of including the é OVvelty 
Shel an »orgian 
(poet and aie ot 
Magazine) recg 
the creation of ne 
“graphemes’” 
reflecting the ane ot 
the industrial city, wis Gi 
nihilism was carried os 
Onto 
the streets of Tiflis, f 
instance when ioe 
Chachava Walked Up and 
down with 94 necktie 
fastened to his feet, or 
when Nikolai Shegeleya 
began reading poems from 
the highest tree on one 
of the main avenues in 
Tiflis (a gesture which led 
someone to invite him to 
> make a film of it, initiating his career as a filmmaker). The H2SOq group published 
just one issue of this magazine, and a few other handmade publications, although 
their activities only ceased in 1928. Their members included the writers Simon 
» Chikovani (1894-1966), Niogol Chachava (1902-1974), Pavlo Nozadze (1906-1937), 
Zhango Gogoberidze (1905-1937), Bidzina Abuladze (1907-1964), Nikolai Shengelaya 
(1901-1943), Akakii Beliashvili (1903-1961), Sh. Alkhazishvili (1899-1980) and also 
the illustrators Beno Gordeziani (1894-1975) and Iraklii Gamrekeli (1903-1961). The 
text included in this track corresponds to a definition by P. Nozadze of the Dada 
Moment which appeared in the magazine H2SOz, with expressions which defined 
it as “material is chaotic”, “the combination of objects”, “the maximum of motion 
(gesture)” and finally as “the terror”, precisely what they were producing in the 
Georgian cultural environment. This Dadaist group was unknown at the time by 
Dadaists in the West and was only recently recovered. This has led to talk about 
a “Russian Dadaism” along with the group of “Nothingists” (Nicevoki) and the 41 
Degrees Company. 


Mmendeg 
Ww Georgian 


Niogo| 


Front cover of magazine H2SO4. Tiflis, 1924 


Voice: Ernest Peshkov. Recording: Miguel Molina. Production Date: 2007. Duration: 0'22" 


SIMON CHIKOVANI: 
26. Tsira (fragment poem “Lupa”, ca. 1920's) 
yo 1902/3 — 


Ovi i i (b. Naesako 
snovich Chikovani (b Maist groUP 


vi r of the Da 
ng force and leade sorgian folklore, 


Simon Chikovani, real name Sim 
d. Thilisi 1966) was a poet and 


HpS04 (1922-28). His poetry is ion of avant-garde and G f the 

8 * and “ricl onance”. One example is this fragment? vani 

ninds Us oi the propitiatory ritual of a witchdoctor. Chi ee ‘ 

incorporates disiecticisms and quotes from spoken Georgian, abstract z 
like these vere 


towards the “enchontments” of a rhythmic, sonorous cadence, 


of the poem “isira’ 


shvilil 


by shota lata of the UPV Dpt. of Sculpture 


iguel Molina, Audio Laboratory 


rans ing: Mi ay 
{t HY Recording 07. Duration: 021 


Date: 20 


, 1920) 


im 
B 
y udecr OT HuyeBoKo 
Mannd nyeBpokax 


h from “fjexpet OH 
T ul 0 test0 ue Sane Abe ingists Of The Poetry (fragment pai 
pecree - i 
‘ Sar on yw”) was a group created at the end of 1919 
+ activities further in the provincial city of Rost ae 
w, dev Its ae of the Dada movement, although they didn’t like us 
sthe eee 7 da” means “yes, yes”, contradicting their nihilism. 
os confront both traditional poetry and the positivism 
EO a ents which, in their first manifesto of 1920 included in 
bas pei resented in a funeral procession of “dead poetry 
MES SeTehich the “old, grey men, veterans and invalids of 
renin the young “insolents of dead poetry” ~“the futurists of 
ARS expressionists, GFOUPS, little groups and tiny ays 
ed by Nichevokov’s Presidium: M. Agababoy, A. Ranov ae 
nied the materiality of the word, and all kinds 0 


i k poetry (such as meter and rhyme). In the 
artificial nS ee aoe Bei pacifists and the nothingists who 
face of the wee er Seienrive call of “insurrection on behalf of nothing” so that 
questioned it, inviting 3 cov without falsification. To avoid the possible diffusion 
poetry could be rea ie ossible falsifications of their proposals, they created a kind 
ies ee Been tionary tribunal in Moscow which they called the “Creative 
ei pale Nethinaists” (set up by Boris Zemenkov, Riurik Rok and Sergey Sadikov) 
tide a publishing house they called “The Hobo”, but it was in Were on ane 
drew up one of their most controversial manifestos, the Decree about the Not ig s 
of Poetry” (August 1920), signed by Suzanne Mar, Elena Nikolaeva, Alexandr anoy, 
Riurik Rook and Oleg Erberg. In 6 points they criticised the artifices of traditional poetry 
and the world crisis due to the war, announcing that “In poetry there is nothing; only 
Nothingists” (Decree N° 5) and that it is from that annulment of poetry that “Life goes 
onto the realization of our slogans” (Decree N° 6), then issuing four calls to nothing: 
“Write nothing! Read nothing! Say nothing! Print nothing!” (included in this recording 
track 28). An attitude that explains the minimal number of publications by this group 
over their short period of existence. They stopped all activity in 1923. 


A “Hy4eBoK 
is Pu (in Russian 


” attended, just! 
the imaginis 
festo was signed ©) 
L Sukharebsky- The Nothingists de 


Decree About The Nothingists Of The Poetry (fragment) 


Write nothing! 
Read nothing! 
Say nothing! 

Print nothing! 


[English Translation by John E. Bowlt] 


Voices: 
: a Galina Peshkova and Ernest Peshkov. Recording and composition: Miguel Molina. 
on Date: 2007. Duration: 244” (track 20) & 0°15 (track 21) 


VASILY KANDINSKY: 


29. To S; 
ee (this poem was inc! uded in the book “A Slap in the Face of Public Taste” in 


Russian « Po 
Byes shchechina obshchestv ; i 
Klange’ » Germany 1913). ennomu vkusu», 1912; and in the al 


Vasily Va i 
sil 
; Aiton cy Eeaaiosky (b. Moscow 1886 ~ d. Neuilly-sur-Seine/France 1944) 
‘Or and writer; a key 20th century artist and creator of the 


————O—>F———— § 


German grou 
P Der Blaue 

| ae Promoted “th pee ® Bi 
| bodies in postrevelog outer aa a 

a“ 2 : _ ion 
| INCRUK (“Institute for arn, Russia, “S°ducay tn 
the “Russian Academy eee 
He taught in Various a 
| 
| 
| 


Vkhutemas (Moscow 


lture” 
Of Artistic gure’” 197° the 


ae Vant-garde 
pear coer er ees s 
mee Russia - he was 1918). Afte noo, (1994) 


ee foe 

wa consi br 6 Sue 
pects pre because of his ” sidered a “bou 'g ating h ag 
folie Set i, oS “spiritual, harman oeOlS inne, Om 

inert Re Gas nase pees deformations” — he Pe OnIC ahd) pi lOVa 
ane 1921 tot DB anvited by Wate itutesgy, 
Kore ome Chose onan seen hush rere, : each at the Baut Walter "esqu 
By wet Phwse curt Stand chews, B scar Berlin) h mee. (Wej "Opi , 
hams cored Fa where he sta d H £imar, D Plus j 
tonne.  ~=6||6|6UWwas Cl viele) kal es HL 
: = \ closed by the Nazis, Kang; When Yang 

rote se tame interested j eandinsky ne sch 
ee _ na synaesthesic relati ad alway. Oo} 
i arts, particularly between fai b eee 
_ | Maintained a long friendship ligan 2nd paintin N the 
“To See" poem and woodcut by Kandinsky, from vat the composer Arnold SERSaen Cofrespo al aH 
book Kisnge, 1913 Becunance” a common link between’, h an 

an music, and cons; an Un i 

“con ” : z, Nsidered thj Paint 
ae ore’ of tomorrow”. Kandinsky did a lot of Pictorial ue dissonance 
eiso wrote a drama, Der Glebe Klang (“The Yellow iS eon ce sted totter 
by Thomas de Hartmann, and a collection of poems and ronda) wie 

: n 

ny as 1972, published under the title “Klange” Escuvaes Made bene 
7 um of 38 of his prose poems accompanied by 56 woodcut ors yea ustrated 
ie an experiment with word-sound-image mae Thes Oems ang 
rea of semantic meaning”, freeing the word in ENON; ae the Poems are 
nae Bice, abstracting it: “Without being darkened by the a Sy cit 
‘ @ word”. As for the relationship between the text and the ill ay un mMeanin 
5 not @ conventional relationship of parallelism but rather a fre aS ‘here 
cate ei me aw as Image and the image as poem. The Rae game of 
1S Called “To See”, and aims to create ab seers Cli if 
, stract ver i i * is 
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36 


Was first published in Russia in the futurist an j 

Taste (1912) which, underthe same title, peiisatnen ee nce of Public 
the Start of cubo-futurism. This poem by Kandinsky was included ott eae s! 
Permission and he was also mentioned as an “occasional member oo pe 
Something which annoyed him greatly and led him to write a aay Gia ee! 
the newspaper Russkow Slovo in which he said “| warmly condone evenaen 3 
attempt at artistic creativity, but under no circumstance do | consider pennants 


the tone in which the Prospectus was written. | condemn this tone categorically, no 
_ matter whose itis”. Later, the poem, along with others from the same collection, and 


the woodcuts, were edited in Germany under the generic title “Klange” (“Sounds” 
1913). The poems in this collection were first recited at the evenings at the Cabaret 
Voltaire (Zurich, 1916) where the Dadaist poet and sculptor Hans Arp commented 
with regard to “Sounds”: “In these poems Kandinsky has undertaken the most 
unusual Spiritual attempts. From ‘pure being’ he has evoked beauties never before 
heard in this world. In these poems there are successions of words and phrases 
that until now had never been produced in poetry... it places the reader in front 
of a verbal image that grows and dies, a succession of words that grow and die, 
a dream that grows and dies. In these poems we experience the cycle of life and 
death, the transformation of this world”. The version chosen for this recording is the 
first edition of this poem in Russian, published in 1912. 


Voice: Ernest Peshkov. Recording: Miguel Molina, Audio Laboratory of the UPV Dpt. of Sculpture 
Valencia, Spain. Production Date: 2006. Duration: 1’26” 


KASIMIR MALEVICH: 

30, Poem (poem in the article “Of poetry", in Russian O poezii, 1919) 
svimir Severinovich Malevich (b. Kiev/Ukrain? be 
: 925) was fundamental as a painter and write! 
_ enc also on the international scene. He began nae 
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- d. Leningrad/St. Pet 
the Russian avant-garc 
in futurism with his contribur: 
over the Sun” (tracks 4, 5, & ank 


, or 


‘his as art “absolutely without object” a Bie 
(1915) being the minimum (an pelea 
revolutionary period, he cre 


called Suprematism, defining ' 
plastic realism”: his “Black Square” 
synthesis of his pictorial proposais. in the post- 


ithe Affirm tS ith artistic 
i mbin tical 
as co dits prac 
ho jo ops, an Cc 
wore aan of eth execution ep 
ny we “ ¢ +4 great ’ 
At” gation Y gciet ed Wes Be ous avant- 
iver ion |s0 tt 
wool ons Hea yal wn. And although 
(0 my in? a includi one etry, we do ee 
cl e i ; ea 
ost mover vate f he wrote, which ae we 
ond nt i pe onl re (0 Poezii), we 4916-17. 
ie bY of poetly ' etw. : 
a of otes made b “{zobraziteInole 


Uu 
in ls a yon P e qin the m defines poetry, 


ase ished In icle he 
and a8 PUP j, In this artic thm and tempo”, 
which nr (1919)) og on Kayennn of 
wou ‘g “puildi 9g om the visible forms” 

jon 2 reative 

wnicll f xpressiO h stimulate OUF c RTE 
arising its ray? wi andcadence: «30 We CaM MPUNOVIS ("The Affirmers of the New Art) 
qaturer ° finat jaye poses poetry “where the the train to leave Vitebst for Moscow 

ubo oetcom : y “oure ’ a 
force § “dl that the P nt” because In reality p levich transfers his theories 
ynderst2 ature are 3 fF, world”. With these ideas igi ene hemes “art 

a f the be ith rhythm a 
forms © hi orm @ field of poetry, W) “word” as 
rhyth rematism to ae gests to the poets that they abandon the ee 
n pict t” of poetry: He sug ¢a “language without words”, a no J 
ct, in favour © wordless poem of his own 


withou or realist object, Malevich introduces a 


identifiable object) but is 


i icle : 
a form, d of this article, | eaatag (ad 
ie is represent ay eae ds ee ese the poem: “This is where the 
OX ‘ _He en 
Fe essential aan Soon these words cant be gathered up and no one 
y dhisn : 


n 
as exhauste 


can imitate their author - 
0 poezii 
Ulé Elé Lel Li One Kon SiAn 


coassambi Moena Lej 


Kori Ri K 
ee loj Koalibi Blestore 


Sabno Oratr Tou 
Tivo Orene Allj 


{transcription by Andree Robell] 


Voice: Ernest Peshkov. Recording: Miguel Molina, Audio Laboratory of the UPV Dpt. of Sculpture 


(Valencia, Spain). Postproduction: Leopoldo Amigo. Production Date: 2006. Duration: 0'25” 


OLGA ROZANOVA: 
31, Poem without title (manuscript, 1916). 


Olga Viadimirovna Rozanova (b. Melenki, 1886 — d. Moscow, 1918) was a poet and 

painter, cubo-futurist and suprematist. This poem is in a transrational language of 

Rozanova's in which she makes special emphasis on accent variation and rhythmical 

fepetition. The poem, without a title, is dated 8 June, 1916 and exists as a manuscript 

far roconenko-Stepanova Archive in Moscow. Her work as an artist was to extend 

Mee euauons and typographical works of the poet (and her husband) Alexis 
utsechenych’s cubo-futurist books. 
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DANIIL HARMS: 
32. Lapa/Paw (fragment of the Wor! 
in Russian Jlana, 1930) 


K “Lapa” oy 


"| Paw" 


Daniil Ivanovich Yuvachevy (b. St. Peter 
. Sbur 
- d. Leningrad/St. Petersburg 1942) was 9 1905 
who used various pseudonyms: Kha 2 Writer 
Shardam, Charms or Daniil Harms (most frequ an, 
It was even rumoured that he wrote sone a 
in his passport. His literary work was multifa these 
poetry, satirical miniatures, dramatic ened 
pseudo-scientific investigations and, in perce, 
children’s literature. In 1928, along with Nbr 
Vvedensky, he founded the avant-garde Callen 
OBERIU (“Union of Real Art”) considered “the we 
Soviet avant-garde”, which performed Provocativs 
spectacles based on “circus-like stunts”, “cabaret, 
style events”, “readings of nonsensical verse”, ang 
theatrical representations that were the forerunners 
= Ee eyo garde of the future European Theatre of the Absurd. His 
Neee ey ERI eecciacd whih the literature objective was centred on the search for an autonomy 
ofthe absurd. Photographica. 1830 GF art beyond the rules and logic of the real world, 
with the aim of discovering new meanings in words freed from their practical 
function. That is why Harms, with his anti-rational verse and his non-linear theatre, 
has been associated with the literature of the absurd (“nonsense”). Affinities have 
also been found with Kafka, Beckett, Borges and the Surrealists. His eccentricity 
in literature and in his illogical, decadent public appearances (he dressed as an 
English dandy with a gourd pipe) led him to be considered as a “fool” or “crazy 
man” in the cultural circuits of Leningrad. In 1931, during Stalin’s purges, he was 
arrested, along with the poet Alexander Vvedensky, as a member of “a group of 
anti-Soviet children’s writers”. In interrogations by the secret police, they were 
both accused of “encoding anti-Soviet messages in zaum or sound poetry”. Once 
its public representations were forbidden, the OBERIU group disappeared. Harms 
died in a psychiatric hospital in 1942, during the Nazi siege of Leningrad. The 
work presented here has an ambiguous title, as the word “lapa” in Russian is 
translated by “paw” (of an animal), but there is no correspondence with the text, 
so it has been understood that this word is “pure sound”, expanding the meaning 
of that word in “connotative meanings” and enclosing an “impervious mystery” 
(according to Matvei Yankelevich who translated it into English). In the fragment 
that appears in the recording, zaum words (trans-sense) are used along with other 
recognizable ones: “the moms”, “the howls”, “the thoughts”, “the glue”, “the 
nurse”, all of them set out indistinctly in a column which makes the conventional 
words into a Janguage that is also “trans-rational”. The original manuscript is 
written on an “accountant’s graph paper notebook”, even respecting some signs 
such as a large “X” that appeared in “his accounts”, this being interpreted as an 
“alternative ending” or as an accountant would say: “account closed”. 


lms, D 


Voice: Ernest Peshkov. Recording: Miguel Molina, Audio Laboratory of the UPV Dpt. of 
Sculpture (Valencia, Spain). Production Date: 2007. Duration: 0’52” 


IGOR’ TERENT’EV: 

33. Endless toast in honour of Sofia Georgievna (his contribution to Zdanevic’s 
anthology “To Sofia Georgievna Melnikova: The Fantastic Tavern”, in Russian 
“Sofii Georgievne Mel’nikovoi. Fantasticheskii Kabachek”, 1919). 


Igor’ Gerasimovich Terent’ev or Terentyev (b. 1892 — d. 1937) was a poet and 
theatre director who founded the theatre group Radix and, with Alexei Kruchenykh 
and Ilya Zdanevich, the avant-garde group 41 Degrees. This group was called “41 
Degrees” because of its ambiguous character; it had many meanings - it was the 
geographic position of the parallel of Tiflis and the percentage of alcohol in vodka 
though, possibly, it was just a trans-rational word that signified “no meaning at 
all”. This group had a futurist tendency but placed more emphasis on typographic 
innovations and trans-sense/non-sense language. As a manifesto by the group 
stated in 1919: “41 Degrees” unifies left-wing futurism and affirms trans-reason 
as the mandatory form for the embodiment of art: “In particular, Terent’ev insisted 
on these aspects, exclaiming, “there is no futurism... without zaum!” and, “similar 
sound means similar meaning” - also claiming that everything was plagiarism, that 


" t ZaUM Was a tangible bas; 
al’ and tha ; Angible basis for th , 
g’ activities began in 1917 in the city of Tiflis (gq ee tion of 
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PSYCHO-FUTURISTS GROUP: 
35. Zatirlikali lirlyuki {poem from 
Selfhood”, in Russian Ya: Futur 


almanac “Me: Futuro-Miscellany of 
almanakh vselenskoi samosti", 1914) ~ Vergy) 


: ists (psikho-futuristy) are a fictitious group Which «; 
The psycho-futuris ‘ alte “Me: Futuro-Miscellany of Universa| Solthos ly 


i Imana 
published an @ of Saratov in 1914. They called themselves “Multi-corne,, (9 
a manifesto that proclaimed “Psychofyy 4 


the Russian province 
(Mnogougolnik) and drew up 


in which they paro 


contempt and hate” 

i ° 
make use of a variety ot 
neologisms, onomatopoelas, zaum WwW 


narrative, archaisms, 


died Ego-Futurism and Cubo-Futurism, 4ppropriatin 
; . One of the poems is ‘deqj 
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pede ‘to Viadimir Mayakovsky and, as in the other poems 
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ords, combinations of sounds 
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or diamond shape). The example included in this recording corresponds toa serie 
N 


of zaum words used in a poem. 


Zatirlikali lirlyuki, 
peremereferknuli ferlyuki, 
Perfergil’ perefergul. 


{mentioned by Efremov, transcription by Gerald Janacek] 


Voice: Ernest Peshkov. Recording: Miguel Molina, Audio Laboratory of the UPV Dpt. of Sculpture 


(Walencia, Spain). Production Date: 2007. Duration: 0°10” 


VASILY KAMENSKY: 


36. Poem to letter “K’ (Poem from album “1918”, Tiflis 1917). 


Vasily Kamensky real name Vasily Vasilevich 
Kamenski (b. Perm 1884 - d. Moscow 1961) was 
@m eViator and cubo-futurist poet, crucial to the 
Gevetopment of his invention the “ferro-concrete” 
Poem, 2 unique contribution to Visual Literature: 
@ poem-imace in which the position of the words 
On the page represents the verbal structure, and 
the meaning. The poem included here belongs to 
a factitious album of 12 lithographies and collages 
“1918” by Alexei Kruchenykh, Kiril Zdanevich and 
Vasily Kamensky. This poem is devoted to the letter 
BK”, carrying through with it a play of sounds using 
Russian words containing this letter such as: Dagger 
(Klinok), Chisel (Kirka), Cuckoo (Kukushki)..., and also 
the poet Kamensky’s last name. 


K (KlinoK) 


Kak 

KirKa Kolko 

Kolet Kam(Kjen 

taK Kukushki 

KriK Ku-Ku 

KovKa galKa 

KovKa palKa 

Ka-Ke-kKi 

1918 

Ko KamensKy 
Vasiliy. 


[transcription by Karine Veoradous) 
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Ko 


Ameen 


Poem to letter ‘K’ by Kamensky, 1918 


Volos: Ernest Peshkav. fiecording: Miguel Molina, Audio Laboratory of the UPV Dpt. of Sculpture 


{Vatencia, Spain). Production De t#; 2004. Duration: 0°30" 
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37. Rtny Khomle (4 , 
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futurist pseudonym of Roman Osipovich 
Aliag'OY" | Migscow 1886 — d. New York 1982) was 
Jakobson ( a philologist who participated actively 
a linguist a Circles: Moscow (Russian 
in OM a (Structuralism), Copenhagen 
fueae ical theory) Columbia, Harvard and 
Massachusetts (North ; American generative 
linguistics, and the Linguistic Circle of New York). 
He always gave a multi-disciplinary Slant to his 
language studies, combining the linguistic with the 
poetic, anthropology, the pathology of language, 
folklore or information theory. One of his most 
important contributions was in phonological theory 
when, in 1923, he gave a new meaning to the term 
“phonology”, understanding it in the sense of the 


Linguistic 
Prague 


“science of the structure and function of sounds”. The first nee ae 
of the phoneme is also his: “Mental impression of a sound, minimal distincti 


were 
unit or minimal semantic vehicle”. For Jakobson, the sounds of the tongue 
within his phonological theory 


an enigma to be deciphered, and he maintained 


the existence of fifteen to twenty distinctive features common baie 
This interest in phonology has its origin in his early yeas it pees fein his 
Participated actively as a poet under the pseudonym of “Aliagrov’ Me 
girlfriend's name ‘alia’ and from his initials, ‘r’ for Roman 
and he maintained contact with the phonetic experimen 
knew Marinetti and was a friend of Velimir Khlebnikov and 
Publishing some zaum (or trans-rational language) poe™s 
The two poems included in this recording are a clear ex° 
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d Distraction (zaum poems M3rnbI6KByO" and *Pascennccrs” 


Roman Jakobson, 1920 
(The Jakobson Foundation? 


to all languages. 


‘o’ for Osipovich) 
the futurists (he 
mir Mayakovsky), 
bo-futurist books. 
f this. They were 
Moscow 1916) 
of zaum poetry! 
iso puts 4 button 
ist Years” (1973) 
sffinities between 
=” of poetry, In 
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mglybzhvue [poem track 34) 
an‘drju chtleshchk xi fja s’p skypolza 


mglybzhvuo JX) akajzchdi a Jew’s an inkwell 


a Vtab-dkni t'japra k 
Distraction [poem track 35) 
suffocating from yankee arcana 
from cancan and yardmuck 

my pretty whalemouth ching 

a whale and so and better than 
armagnac 

etiquette is quite cute 

a label on your shirt 

little kantian quit 

Aand O hoot 

quan and took 

so soft 

fogms achums scum 
end-mm-éd kicks 

attactions hint of clever thumb 
m-u-u-ck g-0-o-nnne 

not a header by airship 

but a public stop 

@ lop giving way in the vago. 


[translation by Stephen Rudy] 


Voice: Ernest Peshkov. Recording. Miguel Molina, Audio Laboratory of the UPV Dpt. of Sculpture 
(Valencia, Spain). Production Date: 2004. Duration: 0'38” (track 38), 1/00 (track 39) 


VASILISK GNEDOV: 
40. Poem of the End(poem “Mlosma Koxua” of the collection “Death to Art”, in Russian 
“CmepTb cxycctsy”, 1913). 


Vasilisk Gnedov (b. 1890—d. 1978), the most experimental 
ego-futurist poet of all, goes to the extreme of nothing 
in this poem “Poem of the End” (Poéma Konca), which 
consists simply of a blank page, the annulment of any 
poetic expression, the zero degree of literature, the 
“Death to Art” - as the book including this poem was 
called. Perhaps Gnedov’s aim with this book was the 
elimination in the future of “the word”, in order that it 
be replaced by a higher “intuition” (Theosophy), one of 
the precepts or “tables” of the ego-futurists. This poem 
of nothing, without sounds, was also “recited” publicly, 
according to the recollections of some witnesses who 
heard Gnedoy. The “recitation” of the “Poem of the 
End” - which had no words and consisted only of a 
single gesture: the arm being quickly raised in front if 
the hair, then sharply dropped and moved to the righ” 
(recorded by V. Markov). The preface to the book was written by the ego-futurist Ivon 
Ignatyev who describes the “recital” of this poem in a different way: “He read [this 


poem] with a rhythmic movement, The hand was drawing a line: from left to right 4 d 
vice versa (the second one cancelled the first, as plus and minus result in minus)". 1! |S 
poem has been compared to the painting “Black Square” (1915) by Kasimir Malevi' 
the composition 4°33" (1952) by John Cage and minimalism in general. Vasil 
Gnedov was silenced by the Stalinist repr: in the ‘30s and not freed from | ¢ 
labour camps until 1956. He continued wri. tentionally absurd poems (“Seco | 
year after my death”, “A.D. 2549”, “A.D. 2: and “Today"), but wasn't publish 4 
until after his death in 1978, tM 
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Theor pe. oe the production challenges of the Five Year 
brings peeeiner ii DY Vertov and the composer Timofeyev sometim 
composer aie NG and the roar of motor noise, in the same 
fis orchestral work uN ossolov did when he introduced a ‘metal s 
11-CD2). After its prer voc Symphony of the Machines — Stee! 
its anti-academic a ere, the film was criticized for a number of reasons 
Which is not rar! oe S to the treatment of music Accordiing to Vertov 
"conditionally lab lat’, in a word, everything which does not do-re-mi-f 
anti-formalist”, « cacophony’ by the critics. Indeed, the film was variously 
the film's soundtr : wsreel” or “anti-film”; a “theory of caterwauling” was P 
W8S considerably b ng described as a “Concert of Caterwauling” In cor 
ippreciated in the west. After a screening !n 1931, ‘ 


Said “ 
id !would never 
mble mechanical noises ' 
a Vertov is a Musi€ 


a 
Uy. One of the n 


didnt se 


of the miners « 


believed it possible to asse 
superb symphonies | have known. Dzig 
i. Sound-Record —_ in: 1923-30. Written and directed (composed) Dziga Vertov. Sound 
Fim Studie. vy Rat iessnan paises 2 Timartsev, Chibisov, Khariyonov & Molchanov. Reco 
"©, 1930. Extra usic: “Donbassa March” by Timofeyev- Produced Ukrainfilm/ 

cts taken from the DVD Entuziazm (Sinfonia Donbassa). Osterreichisene> 


Museu 
™ 2005 
e We" 7 
w.filmmuseum.at Total Duration: 26°30" 


Original Soundtrack 
te 
rded 


Klév 


- 


V: 
NDER MOSSOLO : 
7 Cee Symphony of Machines — Steel 


“Steel”, OP- 19, 1926-28). 


Foundry (a movement from a ballet art 
i} ed 


jevUkrania 1900 — d. Moscow 1973), a Russia 
t of constructivist and machinist mys; 

dered part of the current OF usio. Dep 
jutionary period, 4917-1918, he worked in the office of the People's Commission: 

the revo mal and even had some brief personal contact with Lenin. In 1920, he Worked 

for State | $ silent films and later was conductor of chamber music for the Association 

asa pee oscar ic editor. For the celebration of the 10th An of 

Contempo 


radio mus! r an 

f the October Revolution in 1927, he composed his most famous orchestral work: 7 

of the : 
Symphony of Machines—Stee 


|Foundry”,a movement from the ballet “Steel” (1926-28) an 
5 written to glorify the era of Soviet industrialization in which “the machine syMbolj C 

wa 

power and reality: its beauty, the attra 


ction of things objective and inexorable” (Maney 
Kelkel). What was radically new in this work was the inclusion of a part written for ‘metal sheet’ 
to reflect the noise and clatter of the factory machines, lending the overall work a “barbaric 
style” -as well as 14 “ostinato variations” ona one-bar theme and an extreme concentration of 
“machine rhythms’. It was performed throughout the world (Berlin, Liege, Vienna, the USA 
and Paris) and it was at this time, in around 1931, that a recording was made and released on 
a 10” jight-blue-label Columbia disc, by the Paris Symphony Orchestra, conducted by Julius 
Ehrlich, from which the recording included here Is taken. This success abroad contrasted 
with the persecution Mossolov’s works suffered after 1927 at the hands of the Association of 
Proletarian Musicians (RAPM), representing Stalinism in music. His works were considered 
“naturalistic” and “decadent”, his music contributing to “public drunkenness”. He was 
expelled from the Association of Contemporary Music in 1936 and condemned for making 
“anti-soviet propaganda”, then arrested and sent to labour camps (GULAG) for eight years, 
Mossolov wrote a letter to Stalin, saying he had been made into “a kind of musical outlaw” 
when really he was “a loyal Soviet man”. Still he wasn’t freed until 1938, after which time he 
devoted himself to composing and researching the music of Russian and Oriental folksongs. 
The authorities continued to refuse to allow his works to be performed in public. 


Mossolov (b. K vee 


Alexander Vasilievich 
garde composer cons! 


Historical Recording, performed by Orchestre Symphonique de Paris conducted by Julius Ehrlich, 
from the State Opera in Leningrad. Recording: ca. 1931. Extract from the record label “Sounds of 
New Music”, original catalogue number: FW 06160, provided courtesy of Smithsonian Folkways 
Recordings, used by permission. Duration: 2'56” 


IULIUS MEYTUSS: 
12 Dnieprostroi, The Dnieper Hydro-Electric Power ‘ 
|) Station (Orchestral Music, 1930). } CTAHE AHEnocTPOH 
; i Mi nou arh 
j ius) Meytus(s), real name Yuly Sergueievitch Meytus a 
i Elisavetgrad, Ukraine 1903 —d. Kiev, Ukraine 1997) was 
@ pianist in the First Cavalry and between 1923-24 leader 
Te the Kharkov Opera Theatre and manager of the music 
Section of the Proletcult Theatre. In 1920, he composed a 
work dedicated to the building of the Dnieper Hydro-Electric 
Power Station ~anenormous 167 ft. high dam regulating the 
1,400 mile long river Dnieper in the Ukraine. At the time, it 
was the largest hydro-electric plant in Europe and the Bride 
of the then Soviet state, Meytuss composed hi . 


RY. EHMHA. © 


f So 


f V usical 
oes between 1929-30, in parallel with the iiding of 
pe aD itself, using percussion to portray fferent SOUTH A | bor a 
: ges 0 construction; commencement, exc of the Ay) Yi] J) I Hit 
oundations, installation of the pylons, and aior — 
The musical language is close to a const t ic Fon lee cacreado ie . 
ee, : , ructiv 10 sthetic, monument of the electrification 0 il 

rbine Room inthe Hydro-Electric Centre itself, Photomontage by El Lissitehy. 198 


whic F U 
h had won an architectural prize for its constructivist design. The historic recording 


included here is the B-side of the ne 
year after the work's composition, Mossoloy Columbia record, probably made in 1931 


Hi 
pea alge D pola by Orchestre Symphonique de Paris conducted by Julius Ehrlich, 
Music”, original ati aon pesca ca. 1931, Original Record label “Sounds of Ht 
A umber: 06160, caine 
Recordings, used by permission. Duration: 2'27" provided courtesy of Smithsonian 


13. PAUSE 


TEPGOOSReKTop Ougrns CEC? 


with g 


oBSON reads VELIMIR KHLEBNIKOv: 


JAK PES (er 
pom tation by laughter (poem “Saknatue Cmexom”, 1998.99) 
44. 


seudonym of Viktor Vladimirovich 


— plepnikov, P Keone 
velim™ ate of Novgorod 1922) ies one of the fundamental neers oe 1885 — q, 
govern" extent that some of his writings predate the futurist ussian cubo- 


esthetic, or at leastthe 
otted Marinetti’s Visit to 
ubstituted for futurism 
Slav”) eliminating the 
Slavonic roots as an 
ciples, he developed 
oem “Incantation by 
th (" lerived from all 
verbs, ad 

e a kind of exorcism-ritual, as if the person intoning the pontiac or 
-known philologist Roman Jakobson, also a futurist poet in his sith ae 
in 1914 and described him as an “eternal seeker of analogies” i 1919 he 
monograph on Khlebnikov's shes fab en ee 21 Knew 
influence on Jakobson’s phonological theory, which approaches the sounds os 
as enigmas to be deciphered; he also maintained there were fifteen to twenty 
tures common to all the languages of the world. It is Roman Jakobson who 
em on the CD, since there are no existing sound documents of Khlebnikov 
d Khlebnikov habitually refused to read his poems in public; other people 

who considered Khlebnikov his master - had to read them instead. 


mM, inetti’s futurist mani 

Tale 9 of Marine anifesto. In 

te) ie j ing flyers that dem oe boyc 
stributing My! emanded another term bes 


| 
: : pudietlianstvo 
on b 


the tongue 
distinctive fea 
recites the po’ 
himself. |ndee 
such aS Mayakovsky — 


Incantation by Laughter 


O laugh it out, you laughsters! 

O laugh it up, you laughsters! 

So they laugh with laughters, so they laugherize delaughly. 
O laugh it up belaughably! 

O the laughingstock of the laughed upon-the laugh of 


Belaughed laughsters! 
O laugh it out roundlaughingly, the laugh of laughed-at 


Laughians! 


Laugherino, laugherino, 

Laughify, laughicate, laugholets, laugholets, 
Laughikins, laughikins, 

O laugh it out, you laughsters! 

O laugh it up, you laughsters! 


[transliterated by Gary Kern] 
ion: 0°48" 
Original voice: Roman Jakobson. Recording: Harvard (USA), 1954. Duration 


ALEXEI KRUCHENYKH: 


P » 1926). 
15. Winter (sound poem 3uma", 1926) 


der Yelisy 

Alexei Kruchenykh, real name ae Si 
Kruchyonykh (b. Olivka of aes Pe 
Moscow 1968) was the cubo-fue ade 
coined the term Zaum, or transme any 
sense” or * d-mind”). The Pe ivf 
was spoken b hor when he 
recorded in the apartmen 
the poet ula Viee 

ite them for her 
Bans “winter”, he mixes ™ 
with phonetic ex 


lexis Krutschenij, 1913 


re have died”. 
at expression and emotion. Angelo M 
iSsonances. qittiral monosyliables: 


aria 


i 


Viadimir Mayakovsky, leader 
group. He desig 


“for Kruchenykh poetry was a free combination 


if 
MlatkoveS acking an absolute meaning”. 


/ althoy 
sounds, emotionally | " 


s Kruchenykh. Recording: Moscow, 


Original voice: Alexi 
Duration: 2°30" 


VLADIMIR MAYAKOVSKy: 
16. Naval Romance 


(poem sBoeHHo-Mopekan Moony», 19445 


Vladimir Vladimirovich Mayakovsky (4 
— d. Moscow 1930) was a poet, drama, 
and the leader of the Russian cubo- 
equivalent of Marinetti in Italian fut 
he signed the first cubo-futurist m 
the Face of Public Taste” (1912) 

right of poets “to extend the volume of Vo 
arbitrary and derived words ineclogis mera 
he figured in a whole series of public nen €r that, 
along with other cubo-futurists who aiteeees 
faces, wore top hats and velvet jackets, caries their 
spoons and radishes and recited verses With a Wooden 
solemn and unsmiling” demeanour. He desi as 
own futurist suit from the idea of a yellow tie aa i 
making it enormous: “I change the tie into a bloga 
the blouse into a tie”. With the arrival of the October Revolution, he made it his ae 
proclaiming: “it is our revolution”, founding the group “The Futurist Communist 
(KomFut) and writing verses like: “The streets are the brushes we'll use, our palettes 
the city squares”. In his poetry recitals his physical presence was Monumental, and 
he moved like a “pugilist”. His voice was similarly powerful, as a newspaper of the 
time said, “from his quadrangular mouth there fly, not words but thundering stones 
from an Alpine torrent”. In 1923, he published “For the Voice” which comprised a 
number of his poems laid out as visual poetry and made into in a book-object by the 
artist El Lissitzky, in which the language floats somewhere between constructivism and 
suprematism. The poem “Naval Romance” was included in the book, although it had 
been written in 1915, in his earlier, futurist period. This poem can be translated literally 
from the Russian as “Military-Naval Love” (Voenno-morskaia liubov), an untraditional 
play on war and romance, love and sexual passion. Mayakovsky makes great use of 
puns, verbal pirouettes and absurd mixtures of sounds and this poem is also very 
rich in rhyme; at times he creates half-invented words in a “cubistic jigsaw puzzle” 
(Juliette Stapanian-Apkarian). At other times he plays with words for their sonorous- 
visual character as in, for example, the repetition of the letter “r” (in the Russian text of 
the Poet “rr-astakaia”) - a letter in the Russian alphabet Mayakovsky advised was 
ea ure aithough it wasn’t very common. The poem is recited by Mevalcra 
leas ecorded onto a wax-cylinder phonograph in 1920, along with four other 
- le originals have been lost, but fortunately they were transferred to sound film 


some time in the 1930s, and have th ited suicide 
; 3 , us been preserved. Mayakovsky committec su 
n 1930, Possibly a co " Y uM as with 


adapting to the rule ay, the 
incident’ has ende 


. 89dalig 
Matist an aan 
futurist gro) Mer 
Urism, At ine 8 
anifesto “A 


Which PrOclaimeg th 
e 


TY With 


his ow 


the idea of 2 yellow tie. P 


mbination of a failed romance and his increasing difficu! 
Imposed by official authorities. He left a letter: “...as they 
d, ‘the boat of love ran up against daily life’”. 


Naval Romance 
ee the oceans, garmbo)))) g gaily, 
ailed a destroyer with };/. lady, 


ne stuck together like wasps to jam 
stroyer and her destroyer man. 


enemy managed to make a hit 
BU ie the boy destroyers ribs. 
gmae 
hen how the seas with wails were riven 

2 destroyer who was a left a widow, 
now we all live unhappily 


Ane e destroyer family! 


in th 
.- France 
translation by Peter Fran | 
ish tle 
englis | | 
Mayakovsky declaimed by the author in Moscow, recorded in phonograph, 1920 
fe ved Clr transfer of phonograph to sound-films. Duration: 0’57” 
red la 
gtructU 


ads VLADIMIR MAYAKOVSKY 
e 


| BRIK Street 
Us from Stree nn a ynnuy”, 1913) 

(poe 
1 by Mayakovsky from his early futurist 
a rich he employs erotic metaphors of the 
n ae galing jamppost”. The poem is recited by 
street, like 1-1978), a woman of enormous emotional 
K (188 Mayakovsky, from the time they met in 
aris death. Although Lili Brik was his lover, 

ae married to Osip Brik, a critic and editor, 

she was 4 lose friend of Mayakovsky’s. The emergence 
and also a © ous triangle didn’t divide them; and they 
of this eae in a kind of “ménage a trois”. Lili Brik 
lived Meer nen | told him [Osip Brik] that Mayakovsky 
oS in love, we decided jointly that we would 
an 


f 
never separate - 


another p 


From Street to Street 


The boule- 

vard. 

Bull- 

dogs 

of years 

your faces 

grow steely. 

Steel horses 

steal the first cubes 

jumping from the windows 
of fleeting houses. 
Swan-necked belfries 

bend in electric-wire nooses! 
The giraffe-hide sky unlooses 
motley carrot-top bangs. 

The son 

of patternless fields 

is dappled like trout. 
Concealed by clocktower faces, 
a magician 

Dulis 
rails from the muzzle of a tram. 
We sre enslaved! 

Baths, 

Showers. 

Eley tors 

ele, ate 

the soul's bodice. 

Hands 

burn 

the body, 

Cry all you may: 


he 
Rodehenxo for t 
: poem by Mayakovsky deo! 


Cover by 
That, a love 
to Lili Brik, 1923 


Mayakovsty (from 
xner in a Kind of 


Lill Brik, actrass and film-maker. called "Muse of 
Russian Avant-Garde” (Pablo Neruda? 


collection Abou! 


cated 


“| didn’t want it!” - 


a rope- 
burn 

of torment. 

From the chimney 

a whipping wind tears 
a gray tuft of wool. 

A balding Jamppost 
Justfully strips ° 

the street's 

black stocking. 


k. Recording: In the apartment of Lili Brik, ca. 1950. Duration: 107” 


Original voice: Lili Bri 


DAVID BURLIUK 
18. House-Painter (poem “Manap”, 1913) 


David Burliuk, real name David Davidovich 
(b. Semirotovschina of Kharkov 1992 -d iss Burlyuk 
New York 1967) was a painter, actor, art Be ae island, 
and cubo-futurist poet considered to be F, shownal 
of Russian Futurism”. He was the editor of y Father 
Futuristic Magazine” (1915) and one of the ihe ie 
of “The Paper of Futurists” (1918). From iseneraee 
travelled, living for a while in Japan. He event Re Me 
in America, where he lived until the end pose 
participating in the collective work on paper, 7 cays 
Voice’ . Painting and writing poetry througho t aia 
Burluik always worked to connect the AS te ee 
This poem is a clear example, conceiving the ee 
: painter's brush, disinterestedly painting the wat é 
ouses with a careless gesture using an insub at 
56: sen ae paint that fades with the night. Burliuk himself range 
ut poet nts pesorah he has apsirad poem on a recording that was probably mad pea 
isciothes. 1928 of his visits to the Soviet Union in 1956 or Nene 
accurate place and time of the recording 1 aren 


inal voice: Davi urliuk. Recor ing: Unknow! , Pr 5 2 
i David B Ri d Unknown date obably in 1956. Duration: 0'26 


3 RGEI ESENIN: 
19. Confessi fi 
fession of a Hooligan (poem extract “Vicnopegb xynuraHa”,1921) 


‘Sergei Esenin, real name S i 
A J F name Sergei Alexandrovi i i 
Leningrad "gee, aS c ich Yesenin (b. Konstantinovo, Riazan,1895 — 
ie most important poets of the Silv aA pen Ma val oveagonid Boris Rasteriabs 8s one ci 
e lived the life of a eee Soci Bussian Sov 
ae viet poetry. T! 
Rien eironeieading fate and nomad, travelling with Sunes Weenie and 
was called “the last village ee poems to them as they waited in railwa os fh : the 
feeling of peasants unaware pe because his poetic expression came fi Me Peceaial 
defined in comparison with 4 eetce Pee ae eegend or whom “ev ) objet 
Eee ihe a another object”. Wi he: every object is 
E a idsot é . With the arrival fon 
Another” (Inonia) in oe oat lee He wrote erottonay, = Se icraiwer 
pened would bring to Ate Set out his “peasant Aaa te TEN 
pscoW in 1812 hee Ho fussia the reign of the “mujik”, an earth cording to which th 
Vadim Shershenevich and Ri maginist literary movement, i TN aera 
iurik lvnev, proclaim ng the sine ie tad eee 
. cy of “the image per s° 


and conceived -f 
shouldbe Ae ag as “minor images”. The Imagini 
nuns use rosary beads, Es Orwards and backward connate OUI EN a 
matters isn't the Teas “aM $00n abandoned the ima fon te bottom and vice-versa, © 
Moscow and earned a reput, the poetic feeling of the w mie t group, declaring that “whe 
ation for being “a tr aeace on pecaawveny pope = ; 

: , and outrageous”; in many © 


his writings he describes hi 

the mat i ra as a “hooligan” and social misfi i 
aig ee RC ing, centres on these ideas a misfit. This poem, recited by 
0 ) Ne orecntsved vie te oe ough his concept of hooliga’’ 
a note of tenderness for ries be pret sniloh ae be “senna we 
pape muah who are incapable of findi elongs _ Esenin rather sounds 
inthis poem, which really ee si eae 
sses Esenin’s own person 


a 


109, t system, | 
da! oa es (he mare 
‘ailed ated from |sadora 

married Leo 


piist0¥ alcoholism led 

and hang himself in 

hi ving written in his 

4929) le i “Goodbye, My 

own ‘thout 4 gesture 

frien ‘ord j don't be sad 

of not frown. / In this 

ane ing is nothing new / 

\ife, certainly isnt 

and"! M yakovsky, in 

a dedicated to his 

a ath, aid: AE ec penises on the wall prov 

nave | st their reson ay alls of the chapels. Photo eae ite Was to go out to churches and sera 
guitar-playing boozer - tch 


Confessions of a Hooligan (extract) 


It’s not given to all men to sing, 
Or fall at strange feet like an apple. 


Here the greatest confession | bring, 
With which ever a hooligan grappled 


| on purpose unkempt go about, 

Head like an oil lamp on shoulders waring. 
And Llike through the gloom to shine out, 
On your souls that autumn’s baring. i 
| like when theyre stories of abuse, 

Like belching storm’s tail, at me flinging, 

| just harder between my hards crush, 

My looks, like a soap bubble, swinging. 
And gladly | at times like this recall. 


(Translated by Jessie Davies] 


Original voice: Sergei Esenin. Recording: In phonograph, ca. 1920’s. Duration: 1'28" 


VASILY KAMENSKY: 

20. The Way I Live (autobiography extract “Kak A Kusy"). 

Vasil bide. iA 

“EES emery: rea name Vasily Vasilevich Kamenski (b. Perm 1884 - d. Moscow 

partici ek, CWTEN SD and cubo-futurist poet and part of the "Gileja” group. He 

ele cele the First Futurist Tour” between1913-14. As a poet he invented the 

has A (or reinforced concrete) poem, uniting sonicity and visuality. His 

mixed wi een recognised for his contribution to the genre of biography, which he 

ith autobiography to create a relationship between historic and personal 
eat Futurist”. Brigitte Obermayr 


event i i “ig 
used eget, book “His - My Biography of the Gr 
iography-autobiography as the basis for a discussion “between the 
hand and that of the futuristic literature 


ded here is an example ¢ 
ansky I 


phe ‘ 
Nomenological approach on the one 
d is read by Kame 


facta (|i 

the meperature of fact) on the other”. T 

radioph guous heterodox nature of auto 
Onic recording from 1959. 


he work inclu 
biography, an 


Original voi 
Voice: Vasi jon: 605 
ice: Vosily Kamensky. Recording: Moscow, Radio Studio, 1959. Duration: & 0° 


SEMEN 
1. Not Sam \NOV reads VELIMIR KHLEBNIKOV: 
anel! (poem “He Wanute!", 1922). 


This 
1929 


spaper “News” 0° * 


din the new 
fore he had 8 hed 


Poem phe ee 
A by Velimir Khlebnikov was publishe 
June 28-be 


lUSt oy, 
erthree months before his death on 


of 37. He had co 


v 
one of several 
Mayakovsky to 
The long delay 
Khlebnikov because 
knew that when Ma 
had had the Mone 
publish, he didn’t doj 
poem is recited bys 


jhHSHb 


typography, such 


Word" (Moscow 1930), 
Read by the futurist Semen 
Kirsanov. Recording: Moscow, 
1963. Duration: 0'41” 


MAULOT toy eb! 


Book “Kirsanov Has the ‘Right of Word”. Moscow, 1930 


LENIN: 
22. What is Soviet power? (political speech “Y4to Takoe CoBetckan Bnactb?”, 1919-20), 


Lenin, pseudonym of Vladimir Illich Ulianov (b. Simbirsk 1870 — d. Moscow 1924), 
revolutionary leader and head of the Bolshevik party, was the first head of state of the 
Soviet Union and the founder of the ideology known as Leninism. He famously said that 
“communism is soviet power plus the electrification of the entire country”. While he was 
power, initiatives were pursued by the artistic avant-garde relating art to technological 
mnovation and revolutionary social function. In this original recording, Lenin speaks of 
fhe fact thet most countries misunderstand the new power of the Soviets; while private 
Operty remains in the state, the minority will govern, but now Soviet power, the way 
und by the mass of the workers, is correct and invincible. Lenin was to lead the Soviet 
ion for a very short time. He died of a stroke in 1924. 


ginal voice: Lenin. Recording: 1919-20, Duration: 2’31” 


ANATOLI LUNARCHARKSY: 
23. On people’s education (political speech, ca.1919). 


Anatoli Vasielievich Lunarcharsky (b Poltave/Ukraine,1875 — d. Menton/ France,1933) was 
3 Russian dramatist, literary critic and communist politician. After the October Revolutio! 
ieee, parnizea of Education for the Narkompros (People's Commissar © 
saa Sela : to 1929, which gave him a lot of responsibility in educational matters 
increase in li SHOT: important educational arid cultural advances such as the masslv! 
te ee in Sd in the Soviet Union and the protection of avant-garde artists and art, an’ 
a aa elle the proletarian artistic movement Proletkult. Lunarcharsk 
nae y (c buildings, which certain Bolsheviks wanted to destroy, by insistin: 
piece a cae value, In 1933, with Stelic’s arrival, he was removed from his post an 
his new post. This o rote alan died in Menton, France, before he could take possession 0 
role of education” sttecth imcording of Lunacharsky is a speech on the “infinitely importa’ 
also to improve i " ne ewginion which, he says, is not only to eradicate illiteracy, DU 
sets out two Sisilerte cit : an qualifications and their political education. Therefore, hé 
higher education centres pe etary - the fight against illiteracy, the other to introduce 
Ng 'on centres for scientific education. He ends his s h “bone of bone ant 
lesh of flesh of our working people, our new red intelligence" ge 


Original voice: Anatoly Lunacharsky, Recording: ca, 1919. Duration: 3'01” 


the poem several Posed 
before ~ in 1919 _ , Yars 


Wa 
he Gave t 


8 
YakOvsky 


to 
t. The 


Pe CA ee Moscow 1373), 3 
“BATYY Moscow 1972), nat i 
futurist poet, younger bie 

still a contemporary of tc 

cubo-futurists, Kirsanoy 

cultivated the sound-visya) 


poem and publisheq art 
books with Experimental 


“Kirsanov Has the ‘Right of 


pA KOLLONTAY: 
exam workers (speech, ca. 1920). 
on" 
A. 


jkhailovna Kollontay (b. St. Petersburg 1872 ~ 

yandta 4952) was a Russian socialist, revolutionary and 
050° man early age she was interested in Marxism 
fo} he history of labour in Zurich. In 1agg she 


minions at 

oA g ud? ussian Social Democratic party and when the 
i a .- = 
net é yolution erupted, she supported Lenin’s ran 
0 3 . dee 


yeois revolution with the Proletarian 
| Revolution she was elected People’s 
pyolutior tor Social Welfare and worked to obtain rights 

j women, changing aspects of the laws 


commiss< s for 
/ pertie= bordinate to men and f 
and li je women subordinate an a ighting for 


abortion In 1921, as co-founder of Worker 
dive" son she Was marginalized, and lost her political 
oppostt! After 1923 she was relegated to the diplomatic 
influence hich ironically saved her from being executed 
service, » Stalinist purges began. This original recording 

defence of women’s rights, where Kollontay Says that 


Alaxandra Xontont: = 

ontay, Rusnian ‘weiatint, 
and pioneer of the fermicigg Penledicnriey 
Photograph ca. 1917.4g 


“for centuries 


have nt of men” and 
2ed \ e i 
October Revolution freed women. A peasant man is the same as a peasant 


ave the same rights: a woman can be elected People's Commissar". She 
peech by saying that “without women’s equality there is no communism* 


ers 7 
ends he Kollontay is remembered as one of the pioneers of the feminist movement. 


Alexandra 


Pa voice: Alexandra Kollontay. Recording: Early 1920's. Duration: 2’38” 
Origina - 


ROTSKY: Ae ; 
Lh Anniversary of the Left Opposition (political speech, ca.1938). 


n Trotsky, real name Lev Davidovich Bronstein (b. Yanovka, Ukraine 1879 = d. 
aM can, Mexico City 1940), was a Soviet politician and revolutionary theorist and 
ag figure in the October Revolution of 1917. In the years following the Revolution 
he organized the Red Army, supporting Lenin. After Lenin's death the group led by 
Stalin expelled Trotsky from the USSR. Thus Trotsky wound up in exile in Mexico, from 
where he led a dissident communist opposition to Stalin, founding the a 
and defending “permanent revolution” against “the revolution betrayed . He pa 
with the artistic circle in Mexico led by Diego de Rivera and Frida Kahlo, and be 
the surrealist André Breton. This original recording of Trotsky seit: in ae 
was probably made in Mexico when he gave a speech to the ale oe = 
on the 10th anniversary of the Left Opposition. Stalin issued orders t a pene 
assassinated and in 1940 the Spanish communist Ramon Menace aa pies 
getting close to Trotsky on the pretext of asking him to read an article 


P . tion: 338” 
Original voice: Leon Trotsky. Recording: Probably in Mexico, ca. sl 


BORIS PASTERNAK: 
26. Night (poem “Howb") 


Boris Leonidovich Pasternak (b. an 
Peredelkino 1960), was 4 writer ae i 
1903 -1909 he studied with Scriabi se 
pieces for piano. With poets poe a 
part of the futurist group : “4 ; 
founded in 1913, influenced Br 
He entered this circle as 4 mnie ; ‘ 
write poetry, though Pg leech 
in some of his patterns, suc oe 
contrasting images or things pale 
(Vladimir Markov). This use oe , 
music is also found in this pre oe 
where he destroys the bier — a8 
and puts on the same plane the 


m7 


Boris Pasternak, 1914 


826 by Nikolai Punin (Anna Ahmatovan museum) 


z iow of the Univer 
_in order to give av 80, Hig 
method teeing the SE ee ae different Paine 
7] ty oncepts oache: t ro 

formed following ‘acts treated as One: TOUGH fa 

of view, OF different S07 naked associations of pee Hd rae of Worde 

phonetic relationsh'P “the futurists and surrealists, mix ng gic and fantasy in the 
unexpected ways, like written in 1956, is the first recording of Pagt e 


5 8rnak 
P oem, v4 . a 
wee Ser aa sgwedes who visited him, but there were a lot of faults 1 
was made In 


in 1965, that the first Soviet record, “The 
+ was only later, In H : UO verte 
the recording, <A ath the recording of Pasternak’s “aad Woe here. Pasternt® 
“, appeared, ee literature in 7958 but was obliged by the Soviet authorities not 
won the Nobel ee * (1955) became very popular outside the Soviet 
«Mis nO 
to accept it. His 0 


"Dr. Zhivago ; 
r : iet censors. Pastern j 
but ran into serious difficulties from the Sov ak decided then 
Union, 
to maintain an! 


: ; aces.. 
n, infinite SP 
stars, coalme i contrapuntal 


nternal exile. 


A jon: 2°10" 
ding: 1958. Duration: 21 
jai ice: Boris Pasternak. Recor 
Original voice: Bo 


ANNA AKHMATOVA: 
27. To the Muse (poem, 1924). 


Anna Akhmatova, real name Anna Andreevna Gorenko 
(b, Bolshoy Fontan in Odessa 1889 — d. Moscow 1966) 
is one of the most representative poets of the Silver Age 
of Russian literature. In her early years she was linked 
to the artistic world of the avant-garde in St. Petersburg, 
where she formed part of the literary movement known 
as Acmeism (1912), promoted by Nikolai Gumiléy, her 
first husband, and Osip Mandelshtam, who wanted 
to break with the metaphoric nature of symbolism 
and re-establish the semantic value of words. After 
the Revolution, her poems were banned and she was 
accused of treason and deported. She returned to St. 
Petersburg in 1944 where she was obliged to earn her 
living translating Leopardi and publishing essays. Many 
of her relatives and friends were executed, repressed or 
forced to emigrate. 


thmatova, poet who formed part of the literary 
% known as Acmeism. Photograph from 


To the Muse 


When, in the night, | wait for her, impatient, 

Life seems to me, as hanging by a thread. 

What just means liberty, or youth, or approbation, 
When compared with the gentle piper’s tread? 


And she came in, threw out the mantle’s edges, 
Declined to me with a sincere heed. 

| say to her, “Did you dictate the Pages 

Of Hell to Dante?” She answers, ” Yes, | did.” 


(Translated by Yevgeny Bonver] 


Original voice: Anna Akhmatova. Recording: ca, 1963-65, Duration: 0'41” 


OSIP MANDELSHTAmM: 
28. Gypsy Girl (poem “Upiraka”, 1925). 


Osip Mandelshtam (b. Warsaw/Poland 189 } 
essayist; one of the three great poets of 1} 
defined as “nostalgia for a world culture’ 
“classical restraint, majestic conciseness, «; 
position of being “a poet against an enypir 
erased from the list of collaborators on ali 
from income from translation work, In Nov 


©. Viadivostok/Russia 1938) was a poet ane 
© evanit-garde Aemeist movement, which ht 
ls verses have been described as showing 
“ onority® (Dimitri Obolensky). His literary 
"was defined in 1923 when his name was 
‘trary journals and he was forced to live 


whistles, another miaows, énother moans 
1934 he was arrested for writing these ve 


‘ig 


under strange circumstances. When his 
id of his death, someone said to her: "What 
nplaining about? This 's the only country 
y 09 poetry: they kill for it. That happens in 
respects ny. In his poems, Mandelshtam used 
the “ee ular lines, as in symbolism, but thei, 

) asn't lie in the “Sonority of the words” but 
Fysical! enuity of the concepts’. He did this using the 
nthe "Ne his own language, Pelieving that writing was 
gene” sting in stone - taking out what is unnecessary 
ike 9° nasising the revolutionary character Of = Bars 

demP at remains always alive. He said: “Classic 


poetl¥ 5 the poetry of the revolution”. 
| 
oet¥ 


Osip Mandelshtam. Recording: ca. 1927. 


Usip Mandeisttam, arened in 1934 


RENBURG reads MARINA TSVETAEVA; 


k, resembling me... (poem “Vneuls, Ha meHa noxoqy,..B 


79, You wal 3 nenionHeHinn”, 1913), 


nova Tsvetaeva (b. Moscow 1893 ~ d. Yelaby 


ina lvanov: , L 
Lt she studied MUSIC, but as an adolescent she was already interested in Franch 
chi 


4 German romantic Poetry — Bs 1910 she had published her first book. Her work 
gn ays maintained an indepen ence, and was never subsumed into any literary 
Can although she assimilated the innovations of the symbolists and the acmeists, 
maintaining 4 close emotional Se with some of them, including Osip 
Mandelshtam and Anna Akhmatova. She employed direct language, archaisms and 

loquialisms in her poetry, as well as assonant rhymes and free verse. She said, 
co (ot aed consequently | write too — by ear, that is, in confidence; this has never 

ee me”. An opponent of the October Revolution she said “Passion for each 
Mei country and for what is concrete — that is my international. Not the third but 
aerial ” This sentiment led her into seventeen years of emigration after 1922: in 
Be Prague and Paris. In Berlin she published several books of poems, with the 
help of her friend Ilya Ehrenburg (b. 1891 — d. 1967) a Soviet revolutionary writer and 
journalist. Ehrenburg reads Marina Tsvetaeva's poem here, since no sound recordings 
of her voice exist. Marina Tsvetaeva went back to the USSR In 1941, at the height of the 
Nazi invasion, where she was completely ignored. After her husband had been shot 
and her son was sent to work in a mining camp, she was sent to Yelabuga, whare she 
committed suicide by hanging herself. Her poetry, in vision and style, is nee amongst 
the most valued in contemporary Russian literature; as she herself said, “! can only be 
understood in terms of contrast, that is, ina simultaneous presence... lam many poets 
and as | have managed to harmonize all of them, that is my secret”. 


9a 1941) was a poet. As a 


You walk, resembling me... 


You walk, and look like me, 
Your eyes directed down. 

| also used to lower mine! 
Hey you, passer by, stop! 


Read-when you've gathered ; 

A bouquet of buttercups and popples, 
That | was called Marina 

And how old | was. 


Dor * think that this is a grave, 
That! will appear, scary... 

| myself laved too much 

To leugh, when | shouldn't have! 


And the blood would came to my face 
And my hair was curly... 

You passer by, | also was! 

U Passer by, stop! 


Break yourself offa wild stem 


d after it a berry, — 
Re wild strawberry is larger or sweeter 


Than one from a graveyard. 


Z ily 
ly don’t stand gloomy, 
Rea, your head on your chest, 
Think about me easily, 
As easily then forget! 


How the sun’s ray shines upon youl 
You're all covered in golden dust... 
Don’t let it disturb you, 


Original voice: llya Ehrenburg. Recording: unknown date. Duration; 151” 
g N 


Ml GABO & NOTON PEVSNER: 
ne Realistic Manifesto (manifesto extract, 1920). 


Naum Gabo, real name Naum Neemia Pevsner (b. Briansk 1890 -—d., Waterbury 1977) and 
Antoine Pevsner, real name Noton Pevsner (b. Orel 1888 ~d. Paris 1962), were two Russian 
brothers, sculptors and founders of the Russian Constructivist movement. They combined 
Pevsner's knowledge of artistic techniques with Naum’s Scientific approach to form and 
matenals, to create a combination of artistic vision and scientific method, They Produced 
their first constructivist works in 1920, drawing up “The Realistic Manifesto” in Which they 
ériticised both Cubism and Futurism, saying “they won't take art out of the abysses of 
the past; they have only led to further mistakes” declaring “space and time are the Only 
farms on which life is built, the only ones on which art must be built”. They also rejected 
colour, line, volume and mass in favour of a single line for direction, kinetic rhythms and the 
generation of volumes by means of planes. Finally, they advanced the idea that “Artis called 
to accompany the human being everywhere his tireless life may be spent: in the workshop, 
the cifice, at work, at rest and in his free time - working days and holidays - at home and on 
the rad, so that the flame of life is not extinguished in him”. Their Manifesto was answered 
by the Productivist Manifesto (1920) of Alexander Rodchenko and Varvara Stepanoa who 
_ advocated that the artist be inserted as a technician into the process of production, and that 
) “objects” be created using industrial production-line methods and “proletarian” ways of 
"working. They were allowed to leave Russia in 1922 and settled in Berlin where they made 
"€ontact with the Bauhaus school in Weimar. By 1926 they had settled permanently in Paris 
were they led the constructivist group Abstraction-Creation, a group representing various 
reents in abstract art. The brothers were both later recognised as pioneers of Kinetic Art. 


id in English by Naum Gabo. Monaural recording on flexible plastic, Recorded by Aspen 
gazine, November 1967, in London. Duration: 8'06” 


" DMITRI SHOSTAKOVICH: 
31. Radio message broadcast by Dmitri Shostakovich (speech, 1941). 


Dmitri Dmitrievich Shostakovich (b. St. Petersburg 1906 —d. Moscow 1975) was one of 
the leading Soviet composers. In his early period he was linked to the language of the 
Russian avant-garde, collaborating with artists from other disciplines like Mayakovsky, 
Meyerhold and Rodtchenko. His music was twice officially denounced - in 1936 and 
again in 1948 - for being “noise instead of music”, After this he began combining 
a a strongly expressed romantic language with the influence of Mahler, contrasting 
5 these with elements of atonality and the grotesque. This recording is a radiophonic 
message broadcast by Shostakovich «i,; ‘ng the Nazi siege of St. Petersburg, in which 
he announces the composition of twa parts of what would become his “Symphony 
No. 7 in C major, opus 60" (subtitled the *| &nngrad”"). He also takes the opportunity te 
call upon Soviet musicians to defend their art and their city. Shostakovich remained in 
Leningrad during the siege, defending the city as a fire Scanian and with propaganda 
broadcasts until he and his family were evacuated to Kuybishev (now Samara) in 
October 1941, where the Symphony was completed, The “Leningrad” was adopted 


as the symbol! of Russian resistance in both th 4 finally 
i e USS , and was fin 
performed during the siege in 1942. Rand dn:tha.west 


Shostakovics, 


| finished the score of two Darts 
ic composition. If f succeed jn eng 
fon well, if Vsliccesa’ In completing the thir 
compo” th parts, then it will be possible to cay this 
a erition the seventh symphony. 
comP 


announce this? So that the radio fi. 


: steners wh 
ly ; ) 
ny caning to me now will know that the life OF OUrcity — Shostaka, 
are li as normal. Res. Meyer 
goes on The Bog. etna the mg 
ali now doing our military duty. Soviet musicia 
e are ‘q-arms, MY friends! Remember that our 


-j 
prot our music, let us work honestly and se 
dele 


Syvakowsky and 
al rehearsals of 


4S, MY dear frien 


art is Now in gre 


ds and numerous 
flessly| 


at danger. Let Us 


inal voice: Dmitri Shostakovich. Recording: September 2p 1941. Durati 
ou “ be Gn: 0'49”” 


AKOVICH 
RI SHOST: i 
ae proadcast of the Leningrad symphony (excerpt, 1942). 


august 9, 1942, Dmitri Shostakovich’s famous 
meme WO Uf known as the “Leningrad”, was 
Bee in the city of Leningrad in the middle ofthe Nazi 
perfor Musicians were collected from various locations 
SE tO and Karl Eliasberg, then ill with dystrophy, 
See etd the Radio Leningrad Orchestra in the Great Hail 
Eine Philharmonic Society. In order to ensure that the 
ane would not be interrupted, all points of enemy fire 
were neutralized and all Soviet canons remained silent for 
the duration of the performance, although more than one 
bomb and fascist projectile was still heard. The concert 
became “a symbol of the strength of spirit and resolve 


On 


Compesst Dimitri Shestskovich working as 4 5 
Raman during the siege of Lenmgrad in 194} 


of the city's defenders”. This recording is a sound recreation of the simultaneous radio 
broadcast of the concert in the midst of the siege (the sound of the siege is taken from a 
documentary soundtrack). 


Re-creation of the Seventh Symphony by Shostakovich over the radio (August 9, 1942), during 

the bombing of Leningrad in World War Il. Original sound of the artillery in the blockaded city 

of Leningrad (soundtrack “The Battle of Russia”, 1943). Excerpt of the Seventh Symphony 
interpreted by Russian Philharmonic Orchestra, Conductor; Dmitry Yablonsky, recorded in February 
2003, Original label: Naxos, 2004, Re-creation: Miguel Molina Alarcon. Production Date: 2007. 
Duration: 120” 
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RS OF THE RECO 
(eo) NSTRUCTION “SYMPHONY re 
BY 
did you assemble the “score”? 
i 
How 
ser Arseny Avraamoy 
the compo A V Created this 5; 
when ational score (with the exception of 3 ped he didn’t Write 
400Ve" of Moscow in 1923), he drew up instry some Music for 
he entrance of the various enna pe 
j em 


srgion 


in the press in Baku (Azerbaij 

rua 6, 1922). From those we detarninat before it 
nts”) and temporal elements Aes ene @ va 
was another extremely important factor is bali 
ly the urban spaces of the city of Baky (j e tak 


Was Performed 
Sound elements 
© appeared (“score”) 


aie Ps 
En into Consideration 


rious 


ts districts, ¢ 


mercial ane he quay at the Port, the 
“score Was x 4 

mm the RT Vine oa 
bureed: hese Sous ald L (> ainetaes es 
lremtents weren't fixed, = J a 
ele F > 2-08 anvs0, teen eS 

moved in space so : ee ie ron TYRHOSOA Citmeooran: 

ute could all come SUN CHM OH: 


t they : 
ike at the end in a 


Ce. 


Eeprauviouan" ~ 


* 
er ee 

Fale location: Baku’s or pees ms 

ereesquales ea oR Rs 

pe remembered that Fame ers tee se yy say wy 

the final recording WaS RASHGIS WAM Tied = pes 

constructed from. start Instructions ("score") for the interpretation 


Ne Symphony of Sirens” by Avraamev 


to finish with a view to 
the physical space !n 
which it would be performed, always bearing in mind the fact that the movement 

of sound (and noise) in space was a metaphor for the dynamic revolutionary 

force that led to the storming of the Winter Palace in St. Petersburg during the 

October Revolution of 1917. Avraamov constructed his work from start to finish 

remembering that night of “thousands of sounds” coming from the trucks, sirens, 

rifles and canons crossing the city in a “happy chaos”, freeing people trom the 
capitalist system under which “every morning, a chaotic industrial roar beckoned 
the people for bondage” - and which was now answered with this sum of noises 
of sirens and motors with “no unified organizational voice”. At the end of the 
work (which coincides with the confluence of all in a single space) these “songs of 
alarm” are redirected into a “single will” through the victorious singing of “The 
Internationale”, performed by everyone present, performers and public alike. 


On what basis did you make decisions where there were ambiguities or lacunae? 


As regards the sound elements (“instruments”) we chose those which corresponded 
to the historic period when the work was performed: manual sirens, trains and 
Steam boat whistles, car horns, etc., trying to get as close to the timbre and sae 
characteristics of that time as possible, in order to give the impression of ee 
film, of the sound-memory of a recording that was never made. With LS a to 
ie development of the work (“score”), we strictly followed the Petar 8 : 
by AVraamov in his instructions for its performance, in which he always si 
the entrances and durations of each sound element involved. with al th 

Material anc’ temporal development, we are trying to recreate the spai é 

inside the listener's head, a virtual journey around a city through listen''y 


. cording 
Hay did yo. source the sounds you used (e.g. are the Lr aaa : 
a cticalty orrect planes, and so on); how did you oreate Si 
Ve in orde: to make them appropriate to the time? 


chines. The ma>> 
one records. \V 
re generated tre 


We 
Used ol recordings of sirens and steam ™2 


e 
Aare from the oldest recordings made on gremopn 
NO recordings or historic material, materials W 


hing the equalizations to the old basic material. For this, we carrie 
ing analysis of the colour of this basic material and applied the d 
sodern recordings in pre-editing, mixing and Mastering, Fee 
achine” was built from virtual simulators by mene, 
recorded sounds and a MIDI sequence of “The Internationalg” 
e al theme played with the tuned sirens: once the simulatio ’ 
ess described above was applied in order to incorporate tt 
rity of the time. 


sounds, matc 
out a painstaking 
ations to mod 
steam whistle Mm 


e, the 


f a sampler, 
ch was the music 
was achieved, the proc 
toa common sono 

ialisati i u use geographical i 
How did you decide on the spacialisation, did yo geographical information, 
for instance? 


Starting with the urban spaces in Baku (districts on the Benen the quay of the port 
S “side but with the sounds of the boats from the sea, the square in the centre of 
on one s ee ) we decided on different acoustics depending on the areas describeq by 
e me an approximation to the culminating point of the city’s main Square, from 
al to the focal. We decided on different reverberation times which would 
ces travelled through by the “instruments” in the composition 
f greatest distancing and maximum closeness. s 


the city, 
Avraamov, 
the pluri-foc 
simulate the different spa 
in a simultaneous game O 


How did you determine the auditory viewpoint (hearing centre)? Is there a consistent 


centre where one pair of virtual ears are situated throughout, or is it more a “god's 


ear view"? 


The square where all the elements converged during the development of the work was 

used as the main auditory viewpoint. We used amplitude modulations, reverberation 

cameras and automatizations of panoramic variations for this. This was the work's 

hearing centre, where a spectator-listener receives all the sound sources that come 

towards him, with different directions and intensities. We also used elements of 
premonitory approximation of the different individual peculiarities that are part 
of the work, something similar to the solos that elements of the orchestra interpret 
from time to time. In any case, with both overall and particular hearing, the listener 
is dynamic, because although he may be passive in one place, the sound sources 
Vary as they come from one place and move towards another. It would be something 
Similar to whet happens to a spectator at a macro-concert. His acoustic experience is 
ferent from that of other members of the public, depending on where he is. For that 
ison, we thought it was important to re-create that change of hearing and the effect 
1 sounds moving away and coming closer that are created by a concert in the city 
rifocality”) as opposed to the uniform listening in a concert hall (“focality”). 


- Chris Cutler, 2008 


LINE OF EUROPE 


cHematic TIME- 


EUROPEAN AVANT GARDES: 


4908). France. Salon d’Automme used as a showcase by the fatives, 


| pee) FAUVISM ET (1905-20) Germany: 

Z EXPRESS Bridge group! Germany: Expressionist artists formed in Dresden, 
: fe a y Club (1905-1922). Modern British Art. Founded by Vanessa Bell, was 
- e Fr / 7 PUL 


a mixture of Vorticists. 


= 


Painting Les Demoiselles d’Avignon by Pablo Picasso. 


_ CUBISM. France. : yee 
ae a group [The eight. Czech. Oriented to expressionism. 


po Tommaso Marinetti. 


_ FUTURISM. Italy. Manifesto by Filip 
gio de Chirico and Carlo Carra. 


_ METAPHYSICAL PAINTING. Italy. Term coined by Gior: 
-Magazine Der Sturm, Germany. 


FEET - ORFISIM (1911-14). France. Abstract current. Robert Delaunay and Sonia Delaunay. 
_First cubist exhibition Sa/on des Independants, Paris. 
_ Der Blaue Reiter group. Munich. Avant-garde expressionist, founder members 


Kandinsky & Franz Marc. 


BEBEIE - NEOPLASTICISM. Holland. Abstract current. Founded by Mondrian. 
-{MAGISM {or IMAGISME). London. Name given to a movement in poetry, 
represented by Ezra Pound, Amy Lowell, and others, aiming at clarity of 


expression through the use of precise visual images. 


_ 1913 -Manifesto The Art of Noises by Luigi Russolo, Italy. and first presentation of 
the instruments — the “intonarumori” - on June 2nd, in the Storchi Theater, 
Modena (italy) 

-NUOVE TENDENZE. Italy. Group of artists in Mi i i 

: f rt 
eyelid p ists in Milan with a moderate version 
= eye a Printemps, by Igor Stravinsky, premiered, to riots. 
nee ieee eee Marcel Duchamp who coined the term readymade (French: 
css a falls ree hoagie a created from the undisguised, but often 
Y } [ normally considered art. 
first readymade, entitled Bicycle Wheel, in 1913. paaerze oseembies ‘a 


snes ah War, the “Great War” (1914-18). 
eee Ba ea avant-garde movement founded by Wyndham Lewis 
- VAviatore Dro ea ree Bloomsbury Group, Cubism, and Futurism. 
) Futurist opere by Lalilia Pratella, not performed until 1920. 


“esnart eter icon ete Ozenfantand Charles Edouatt 
Z Annes Patldeamenge Founded by José de Almada Negreiros: 

Pee ph by Fernando Pessoa. The Sensacionist 
teality in art is consciousness aie ae is sensation” and “the only 


AN & RUSSIAN AVANT GARDEs 


nN AVANT GARDES: 


MITIVISM (c,1905-20). Larionov, Goncharova 


-PRI ; 
(zg) th French Fauvism and German Expression 


quated wi 
art forms: 


ee the young Malevich, 
™MIN variety of primitive 


| 


pg Rose Group: Influenced by both symbolism ; 
Fae and Goncharova. and fauvism. Members were 


e work Iskusenie gresnika by Velimir Khlebnikob, first work with “fut 
a 4 urist” 


os ; ; 
I Fiaments published in Russia. 


|manac A Trap for Judges. The birth of Russian futurism. Hylae (Gileja) 


n= Eccentric a 

roup: Burliuk, Mayakovsky, Khlebnikov, Krutschenij, Kamenskij and Livshits. 
_ACMEISM. Literary Movement as a “neo-classical form of modernism” 
Leadership of Kuzmin, Gorodetsky, lvanov, Anna Akhmatova & Osip Mandelstam. : 


igi EGOFUTURISM. Igor Severyanin, the poet who first used the word “Futurism” in 
Russia. Influenced by Russian symbolism, French decadence and Italian futurism. 


P1912) CUBOFUTURISM, manifesto A Slap in the Face of Public Taste. 
-Essay Free Music by Nikolai Kulbin. 
- Donkey’s Tail group, created by Larionov and Goncharova with a cubo-futurist 
influence, and an emphasis on “Russifying western forms”. 
-Poem Dyr bul shchyl. The first poem zaum (“trans-sense” or “beyond-mind”) 
written in december of 1912 by Alexei Krutschenij. 
NEO-FUTURISM, divorce themselves from the rest ofthe avant-garde. Manifesto 
: by Gribatnikov. 
- MEZZANINE OF POETRY, continuators © 
‘ - CENTRIFUGE, futurist group: Pasternak, 
; - RAYONISM, created by Larionov, 4 synthe 
based on the “theory of radiation, radioactivity “,- 
-EVERYTHINGISM, with Mikhail Le-Dantu, Goneharova and 
} defended the admittance of “all possible combinations and gra 
from the past or the present. 8 
‘ ean over the Sun. The first futurist opera by pair ve 
-Four Compositions (1913/14) b Nikolai Roslavetz. A transcrip 
' Of the futurist oleh Lee cba k and V, Gnedov. It 


f the ego-futurists in Moscow. 


Bobrov and Aseyev. 


sis of Cubism, Futurism and Orfism, 


Larionov who 
ftings of styles” 


jushin and Malevich. 
ion in music ofsome 


K. Bolschakov, Dp. Burliu 
# the transposition of complex atonal sounds. 


7 ‘ 
applies for the first time a technique © 
ory Marinetti invited tai 
to Russia in January. i 
~ PSYC! OFUTURISM. Fictitious movement and parody of all the other eels ih 
~EGGiS™, parodic group by Stepan Dimant, created temporarily as 2 1° 
he fownd himself displaced by not belonging to any group. 


ded in Petrograd by Kazimir Malevich. 


SUPREMATISM. Art movement foun 


EUROPEAN AVANT GARDES CONTINUED: 


art movement. Members Hugo Ball, Hans 
from the First World War. 
ded by Lajos Kassak, 


DADA. Zurich. First anti- 


| “Tara and other fugitives 


_ ACTIVISM. Hungary, Foun 


A Tp, Trista n 


/ ME) - KOR MISH. Poland. Synthesis of Expressionism, Cubism, Futurism and Polish 


Folk Art. E Sar 
_ BUNT [The Rebellion group]. Polish Expressionists. 


_ Premiere in Paris of the ballet Parade, with music by Erik Satie, scenario 
Cocteau, cubist costumes and sets by Pablo Picasso, choreography by 
Massine and programme notes by Guilliaume Appolinaire. The “Score 
(film)"contained several “noises-instruments”: typewriter, foghorn, Pisto] 
roulette wheel, and an assortment of milk bottles: a success de scandale, : 

_ DE STL. Holland. Abstract style group, founded by Theo van Doesburg. 

- VIBRATIONISM. Spain, Created by Rafael Barradas, capture the vibrant space of 
the city. 

_BARREL-ORGAN [Katerynkal. Polish Futurism. The name of the group referred 
to “low art” aimed at the ordinary reader but identified only with an active 
minority within Polish society. 


by Jean 
Leonide 


-~NOVEMBERGRUPPE. Germany. Alliance of expressionists and dadaists. 

-ULTRAISM. Spain. Synthesis of avant-garde European movements: Futurism 
Cubism and Expressionism. Ultraist composer Carmen Barradas puts sonorous 
objects in her hands (bells or silver bracelets) as part of her piano compositions 
in the Twenties. 


- BAUHAUS. Germany. A design schoo! founded under leadership of the architect 
Walter Gropius. 


“LES SIX. France. A group of six composers working in Montparnasse whose 
; aid often Seen as a reaction against Wagnerism and Music Impressionism. 
ei souetrnele Dada-Messe in Germany, with the theme “Art is dead! Long 
‘ve Tatlin!". Berlin Dada’s most distinctive attribute, differentiating it from other 


dhs! Dada, was its more aggressive and politically motivated approach to 


- FUTURIST CATALONIA, Barcel : ; 
of the manifesto is “Ag arcelona. Founded by Joan Salvat-Papasseit. The title 


jainst the poets in lower case”. The manifesto critized 
ee teed who used the conventional language of the past, compared with 
Upper case, who represent the language of the future. 


MEET) - POLYTONALITY. Fra 


Brasil by Darius Milh 


nee. Music in more th 


nid an one key at once: Saudades do 


e Russian Revolution. 
" pROLETKULT. Proletarian Culture, 
AT’ COMPANY. A group with a Russian Dadaist ang Futurist ori 
Flentation. 


-|ZO. Department of Fine Arts organizing exhibitions c: 

- VKhUTEMAS. Higher Art and Technical Studios, 

-Nash Marsh (“Our March", futurist manifesto) by Arthur Lourié, a spoke 
declamation of Mayakovsky’s poem with band accompaniment. Our hei c 
a drum / Our weapons are our songs / Our gold is our resounding voices”. Itisa 
“futurist hymn” dedicated to its friends Ley Bruni, Pyotr Miturich, ivan Punin 
Velimir Khlebnikob, Vladimir Mayakovsky and Arens. 


P1918 


alled “Free State Exhibitions”. 


- KOMFUT. Communist-Futurists movement. 

-UNOVIS [The Affirmers of the New Art]. Created by Malevich, combining 
education and investigation in workshops with practical commissions. 

-IMAGINISM. Literary movement founded by Esenin, Mariengof, Ahershenevich 
and Riurik lvnev, proclaiming “the image per se”. 

- Theremin invented by Léon Theremin, the first electronic musical instrument 
played without being touched. Theremin demonstrated his instrument to Lenin, 
who was so impressed that he began taking lessons. 

-Anti-symphony in 3 parts [or Musikalische kreisguillotine] by Efim Golyschev. A 
composition for piano, including parts for a number of kitchen utensils - 
performed at Dada functions in Berlin (score lost). 


-Monument to the Third International by Tatlin. 

- CONSTRUCTIVISM. Manifesto de Naum Gabo & Anton Pevsner. 

-PRODUCTIVISM. Manifesto by Rodtchenko and Stepanova. 

- NOTHINGISTS [Nichevoki]. Russian dadaism. Anti-art movement in Moscow an 
Rostov-on-Don. y 

- Elektrifikatsia by Leonid A. Polovinkin. Composition for piano, a tribute to electrons. 


MA]-BIOCOSMISM. Variant championed by Konstantin Tsiolkovsky, expan 


dorov's ideas to create an anthropocentric universe: 
~LUMIN ISM. Literary movement 


1 >. 

“e ~S¥mphony of Sirens (in Baku) by Arseny Avraamov: 
*ELECTROORGANISM. Initiated by K.N.Redko. 
~FORM.L/BRISM. Literary movement. 

~ACHRR. Artistic group who used a figurative language. 


EUROPEAN AVANT GARDES CONTINUED; 


DECAPHONISM. Austria, Twelve-note composition: 5 Pieces for Piano, op. 2 


| 1923 ale 
by Arnold Schoenberg. The fifth of these pieces, ‘Walzer’ CONStitutes 
odecaphonic score. S the 


composer's first strictly d 
- Pacific 231 by Arthur Honegger. France. Machinist music that imitativaly depicts 


a steam locomotive. i 
NEUE SACHLICHKEIT (New Objectivity]. Germany. Socially committed artery 


George Grosz, Otto Dix and John Heartfield. 


| 
| 
| 


: 
| MIE 2) - SURREALISM. France. Movement founded by Andre Breton drawing on Fren 
Dada and making positive claims for methods and processes. ch 


- POETISM. Czech and Slovakia. Founded by Karel Teige. 
_PICTO-POETRY [Pictopoezie]. Romania. Term coined by Victor Brauner % 


tlarie Voronca. ; 
_KUT {New Association of Plastic Artists]. Hungary. Founded in Budapest: 


Hungarian version of the Schoo! of Paris. 

- ABSOLUTE FILM (or Pure Cinema). The most unique thing cinema could do is to 
present a visual spectacle comparable to auditory music. This year saw 
the Diagonal Symphony (abstract animation) by Swedish film-maker Vikin 
Eqgeling and- Ballet Mécaniquea film made by artist Fernand Légerto accaihipany 
George Antheil's composition of the same name (though the two never ead 
together until 2000). The composition features player-pianos, aeroplane 
propellers and electric bells as well as conventional percussion instruments — 


the ballet mechanique. 


-ELEMENTARISM. Holland. A successor to Neo-plasticism, announced by 
Theo van Doesburg. 


p43 - Die Dreigroscheoper [The Threepenny Opera]. Music by Kurt Weill, text by 
Bertolt Brecht. 

- Ondes Martenot, an early electronic musical instrument, invented by Maurice 
Martenot, originally similar in sound to the Theremin. 


- Paris premiere of Un Chien Andalou [An Andalusian Dog], surrealist film by Luis 
Bufhuel and Salvador Dali. 


- DRAWN SOUND (or Graphic Sound). Fi 6 i 
ee . Film Ténende Handscrift (Tonal 
Handwriting) by Pfenninger. dscrift (Tona 
re net led (Weekend) by Walter Ruttmann. An experimental film and radio- 
red iia on optical soundtrack, with no image 
- rammop. onplatten- igene Stic: ; Loe 5 
Prermoabione records tecg nn” bY Paul Hindamith, experimental wark for 


1 WEERE- ABSTRACTION-CREATION. Pari 
Gitioes Vehterestnn == Group lead by Auguste Herbin and 


| ga MUSICALISM France : 

| as Y - ns sie tance. Founded by Henry Valensi, Gustave Bourgogne, Charles 
tranlate the ; Drier Posen rei) The intention of this movement was '0 
tran n into the pictorical langu: ainting 
Fugue in yellow” by Valens. guage, for example in the p 


7 " qusSIAN AVANT GARDES Continugp. 


504 group. Georgian dadaism. 


-H2504 
HO OTSIONALIZM. Literary movement. 


; magazine LEF. Left Front of the Arts. 


"9245 Death of Viadimir Lenin. 


P1925) - SOCIALIST REALISM. The official art the Soviet Union, a style that glorifies the 
State with roots in Academic Neo-Classicism and in the art of the Wanderers, 


P1926) -Zavod, Music of Machines-Steel Foundry (1926-28) by Alexander Mossolov. 


| 


mea Ballet Le Pas d’Acier by Sergei Prokofiev. Paris premiere. 
-Symphony No. 1 in E major Op. 42 by Alexander Tcherepnin. At the Paris 


premiere, tumult began in the second movement, “Vivace”, whieh was scored 
only for percussion,“the first known example in Western classical music of 2 
| movement for unpitched percussion alone” (Folkman). 


= OBERIU [Union of Real Art]. Created by Harms and Vvedensky. Considered the 


last movementto spring up in the Russian avant-garde, anticipating the European 
literature of the absurd. 


-DRAWN SOUND (or Graphic Sound). Based on the creation of artificial optical 
polyphonic sound tracks on film stock. The first roll of the movie een Plan 
velikih rabot (“Plan of Great Works”) by A. Room was developed. The group 

y Shoipo and ARSENY Avraamov. 


working on this film included Tsekhanovsky, Evgen : rd “a 
-Film, The Man with a Movie Camera by Dziga Vertov struggling towe 


decisive cleaning up of film-language and its total separation from the language 


} 
| of theatre and literature”. 

| MEE) - Suicide of Viadimir Mayakovsky. 

. -Filrm Enthusiasm! The Dombass Symphony by Oziga Vertow 


lai Voinov. This instrument optically read strips of 


~Nivotone, invented by Niko 
, 5 sound information. 


Paper, hand-cut by Voinov, 4 


EUROPEAN AVANT GARDES CONTINUED: 


MME cs) - SEALS. Austria. Violin Concerto, op. 36 by Amold Schoenberg, the cs 
work of academic serialism. st 


WE sy) = EV TARTETE KUNST [Degenerate Art]. Munich. Exhibition containing aii ty 
of avant-garde art disapproved of by the Nazi party. Des 


‘mes 1938] _ LONDON GALLERY. England. Center of surrealists activities directed by Mesens 


MME =) - The beginning of World War Il. 


ME) - (ETT RISME France. Neo-Dada movement founded by Isidore Isou. 


| 1945 aa 8RUT [Outsider Art]. Term coined by Jean Debuffet. Visual art Created 
outside of the boundaries of official! culture. 
-POSTISM. Spain. Movement as “an invented madness”, or as the “cult of 
nonsense”. Founded by Carlos Edmundo de Ory, Eduardo Chicharro and 
Silvano Sernesi 


-The end of World War I! 


2 


4) Degrees Company, Souncied by Ztianevich Sete), Keutechreriy 


eS 


Gadel lendency but giaced more emphasis on at icerder) ard Igor” Terectev tright), This group had « futuriet and 
arenes , Craw Dy Terenr'ev 2 ? 
of 43 the cabaret called The 
Fantastic Tavern. Tihis Georgi thie Degrees in 


. * uSSIAN AVANT GARDES ConTinyEp. 


Union, 


i ; Paign of politi 
persecution and executions reach Political 


ina i and isti : | 
iNg its peak in 1937, artistic repression, | 
_ Seventh Symphony by Dimitri Shostak 


Ovich. 
Pe symphony, programmed for a concert ‘a Also known as The Leningrad 


f a) oi eee 
by Nazi troops in World War i, Adcast during the siege of Leningrad 


| 
| 
| 
_The end of World War Il. 
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"Produced here. In certain instances, however, although pee Oe abit 
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SYMPHONY OF SIRENS 
“The roar of morning factory sirens in the 
industrial suburbs is not a call to slavery 
but rather a song of the future” 

- Alexei Gastey 


sic can be solved in one of 


two ways: the active engagement of the broad poser 
| with musical creativity (the socialization of music) or the 
} modernization of its hitherto archaic material technology 

(the electrification of music), The first, in essence, Is 
{ a movement from the village toward the city, while 
| the second is a movement from the city toward the 

village. Active musical creativity is still alive amongst 
the peasant masses in the countryside. Cities have, 
throughout the centuries of “culture” been doomed to 
“music listening” - that is, listening to music made by 
professionals — and can only dream of taking the second 
route - the one that requires the modernisation of 
music-reproducing technology, and the creation of new, 
powerful, instruments (to replace the existing “chamber” 
instruments) that could sound simultaneously for cover of EEE 
millions of listeners. If we add music broadcast by radio, — Avraamoy’s article 
we pretty much exhaust all the existing perspectives of a 
social revolution in the urban musical environment. 


The social problems of mu 


MOCHDA—RUBAPE W924, 


“The Symphony of Sirens” is, in fact, a first, still feeble, attempt to overcome the 
“chamber” nature of music. 


“Enough of penny truisms 
Erase the old from your heart 
The streets are our brushes 
The squares are our palettes!” 

-Viadimir Mayakovsky 


the idea of The Symphony of Sirens belongs to two of the greatest revolutionary 
; Alexei Gastev and Vladimir Mayakovsky!*. This writer was in fact only an initiator 
performance. The first proposal - to organize a performance (in Petrograd in 1918) 
with only a lukewarm response. The second attempt in Nizhny Novgorod (in 1919 
¢ Kolchak’s' army was advancing towards the Volga) with a flotilla of torpedo boats, 
uld not be realized technically. But finally, to mark the 5th Anniversary of the October 
" revolution, the entire city of Baku was overwhelmed with a music wholly appropriate to 
this historic moment... The attached decree characterizes the scale (far from “chamber”) 
of the sound produced”. A picture of anxiety (industrial suburbs), ensuing battle, and the 
victory of the International Army is well reflected. 


The further history of the Symphony follows: 


In September this year | suggested organizing the Symphony to the Don Politprosvet 
(Political Education Department) in Rostov. However, after meeting serious resistance 
from the local authorities, | moved the project to Moscow, Enough has been written 
about the Moscow performence. | would like only to respond to some “misunderstanding 
ricochets”. The main error - which | let myself be lured into by the scale of the “capital- 
based” event ~ was xeessively complicated harmonization of The Internationale and 
The Warszawianka which, given the technical imperfection of the instrument itself, led to 
the melodies becoming completely unrecognizable to the masses, The second mistake was 
to place the “main fine” of the sirens in the courtyard of the Moscow Electric Station (rather 
than on the root, as it had been planned): there was simply not enough sound for the entire 
audience” of Moscow, The rest are just the indolent insinuations of leisured critics. 


lt has happened, with a modest budget of 20 chervonets’ allocated by the Moscow party 
committee for the whole project. This proves convincingly that the idea was not utopian. 
If we had a little more money, or if we could attach a keyboard*** to the sirens fora “solo” 


ance, then we would have a magnificent callio 
i i i pe, read 
per ment in our ERT life. Perhaps, we could become part of 
ying 7ne Internationale at the beginning and end of the worki everyday routine by 
play (midday and midnight, as suggested by Comrade Mitin ; 
time T gust the church bells of the old culture a n 


way 1° 4s, the very timbre of which is so close 


the siren to the proletarian heart. 


- Arseny Avraamoy 


o citizens Reich and Istselennov who made fuss in th 

sting 10 nobody but themselves and which nobody tri 

Vi pecree onthe Symphony of Sirens” (Bakinsky Rabochiy, 

chnical reasons. The Baku Symphony was performed 

for ites several rifle companies, a machine gun company, 

cates 700-piece joint military orchestra and a choir for the 

Oy the technical aspects of the siren music are describe 

mber 9 of Horn (Craft and Inventiveness section). 

tudy of the “topographic” conditions (the acou 
by the State Institute of Musical Science. 


ie © press about their Patent, which was 
ed to contest... 

7 November 1922) could not be printed 
by the entire Caspian Fleet, two artillery 
automobiles and a few hydroplanes; as 
e final Crescendo of The Internationale, 

d in full detail in the recently published 
Further improvement of the technology, 
Stics in various parts of Moscow) will be 


issue NY 
as well as S) 
ken 
underta ji 
- Translation by Alexander Kan. Thanks also to Dr. Kersten Glandien 


j, RIBS Wes We daa, adopted the translation Symphony of Sirens throughout because this 
has been caviar ane accepted, almost universally, by both Russian and English translators, 
However, Avraamov In his writings uses two different words, differentiating between steam whistles 
(gudki) and sirens (sireny) - ane the diagram of the tuned whistles driven by a steam locomotive (p 60) 
and the picture of Avraamov's installed tuned whistle array - the main instrument he designed for the 
symphony (below) - clearly show whistles or organ-type pipes, driven by steam. He needed steady 
pitches to intonate & harmonize the melodies he wanted performed - which the sound characteristic of 
sirens (long ascent and descent due to its process of generation) could not deliver, Avraamay himself 
refers to the work as Sinfonia Gudki. 

2, Alexander Kolchak was one of the White leaders during the civil war that followed the November 
4917 Revolution. He was overthrown in December 1919, betrayed to the Bolsheviks in Fabruary 


1920 and, then shot at Irkutsk. 
3, Chervonet — Russian gold Europe (=10 roubles) 
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BAKU: SYMPHONY OF SIR 


SOUND EXPERIMENTS IN THE RUSSIAN AVANT GARDE 
ORIGINAL DOCUMENTS and RECONSTRUCTIONS of 72 KEY WORKS of MUSIC, 
POETRY and AGITPROP from the RUSSIAN AVANTGARDES (1908-1942) 


CONTENTS : ; 
CD 1: Reconstructions ‘ 7730” 


The Symphony of Sirens. In 1922 Arseni Avraamov composed and conducted a visionary public 
sound event, activating the entire port city of Baku: its factory sirens, the ships horns of the 
Caspian flotilla, two batteries of artillery, several full infantry regiments, trucks, seaplanes, 25 
steam locomotives, an array of pitched whistles and several massive choirs. Constantly 
-referenced but forever lost, this extraordinary event is here painstakingly reconstructed and 
spatialised to approximate the original experience, alongside a unique and invaluable collection 
of other known but lost sound events from the early C20 Russian avant gardes: works by Kasimir 
Malevich, Dziga Vertov, Nikolai Foregger & his Orchestra of Noises, Sergei Prokofiev, El Lissitsky, 
Velimir Khlebnikov, ivan Ignatyev & The Ego Futurist Group, Mikhail Matiushin, Alexei 
Kruchenykh, Georgi Yakoulov, Konantin Melnikov, Igor Severyanin, Vasilisk_Gnedov, Vladimir 
Kasyanov & The Futurist Circle, David Burliuk, Elena Guro, Olga Rozanova, H2SO04 Group, Simon 
Chikovani, The Nothingists, Vasily Kandinsky, Danil Harms, Igor Terent’ev, Mikhail Larionov, The 
Psycho-futurists group, Vasily Kamensky, Varvara Stepanova and Roman Jakobson. 


escea aoe 75'56" 


Enthusiasm! The Dombass Symphony (1930) is possibly Dziga Vertov’s most revolutionary 
achievement: a symphony of abstract industrial noise for which a specially designed giant 
mobile recording system was constructed (it weighed over a ton) in order to capture the din of 
mines, furnaces and factories since, for Vertov, the introduction of sound film didn't mean 
talkies, but the opportunity to collage, montage and splice together constructions of pure 
environmental noise. In addition, this GD collects together for the first time a definitive library of 
original sound documents from the Russian Avantgarde: contemporary recordings of Alexander 
Mossoloy, Julius Meytuss, Roman Jakobson, Velimir Khlebnikov, Alexei Kruchenykh, Vladimir 
Mayakovsky, Lili Brik, David Burliuk, Sergei Esenin, Vasily Kamensky, Semen Kirsanov, V.l. 
Lenin, Anatoly Lunacharsky, Alexandra Kollontay, Leon Trotsky, Boris Pasternak, Anna 
Akhmatova, Osip Mandelshtam, llya Ehrenburg, Marina Tsvetaeva, Naum Gabo, Noton Pevsner 
and Dmitri Shostakovich. ; 


BOOK 72 pages 


Miguel Molina Alarcon’s introductory essay - a comprehensive overview of the complexity and 
breadth of the many early C20 Russsian avantgarde movements, is followed by detailed notes 
and contexts for the individual recordings - including summary biographies of the main acters; 
additional work notes about the process of the extraordinary Baku reconstruction; a bibliography, 
rare photographs, artwork; facsimiles of contemporary documents; web research links and a 
comparative timeline of European and Russian Avantgarde movements. 


Investigation, texts and reconstructions by Miguel Molina Alarcon, Laboratorio de Creaclones Intermedia, Opt. of 
Sculpture-Faculty de Fine Arts of Valencia,Spain, 
General Editor; Chris Cutler 


Published by ReR Megacorp, London 2008, 
© 2008 Miguel Molina Alarcon, and the authors, 
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